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Absolutely there is progress, but relatively there is 
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PREFACE 


HmDOSTAM is, teclmicaliyj the Indus and Q-anges basins ; 
and it is with, the music of that part of India that this book 
primarily deals. It contains reference also to the system of 
the Camatio, though that has been more fully treated of in 
C. E. Day’s Music of Southern India and the Deccan. 

The study of Indian , music is Of interest to all who care for- 
song, and of special interest to those who have studied the 
early stages of song in mediaeval Europe or ancient Greece. 
For here is the living language of which in those we have 
only dead examples. It is hardly possible in the case of 
modern European Folk-song to study melody pure and simple, 
for we have no large body of such song of which we can 
certainly say that it was not influenced at all by the current 
conception of harmony. But here is melody absolutely un- 
touched by harmony, which has developed through many 
centuries tendencies which have the force of laws ; and the 
examination of these enables us to some extent to separate the 
respective contributions of melody and harmony to the final 
efifect in our own music. Those to whom this aspect of the 
subject appeals are recommended after glancing at Chapters 
I and II to look at Chapters VI, VII, VIII, and XIL 

Others may be more interested in that technical side of the 
art which tabulates the facts of song, and their taste has been 
consulted in Chapters IV and V ; others, again, to whom the 
main charm of the music lies in the memories of India which 
it revives, may find more of what they would care to read in 
the Introduction and the first three chapters. 

In the hope of being useful to those who may wish to make 
further investigation into the subject a large number of 
technical terms has been admitted into the text. These have 
almost always been translated where they occur, and they 
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appear also in the Index. It would, however, take more than 
one volume to do justice to all the details, and they have not 
as a rule been elaborated except to illustrate some principle. 

Two branches of the music have been left untouched— the 
instruments and the notation. About the latter there is very 
little to say except that it is a Tonic Sol-fa notation of which 
the various local scripts and special signs are easily mastered. 
The typical instruments have been admirably described and 
illustrated by Day; the more interesting part, the technique, 
can, of course, be communicated only orally, with the instru- 
ment in hand. But India is now, instrumentally, at the same 
stage as mediaeval Europe, with a great variety of means of 
supporting the voice but absolutely no sense of orchestration ; 
and though a close study of its instruments would probably 
reveal more than one ancestor of those which our orchestra 
employs, it would hardly throw much light on any principle 
of art, and has therefore been omitted. Exception has, how- 
ever, been made in favour of the drum, the treatment of which 
is possibly unique. 

The India Society have done this book the honour of pur- 
chasing copies for distribution to their members for the year 
1913. If Indian readers should open it and should be sur- 
prised to find the facts given differently from the way to which 
they are accustomed, they are asked to remember that as there 
is no one system which is applicable to the whole country, so 
the circumstance that one set of facts is quoted rather than 
another need not vitiate the argument ; and it is hoped that 
they will look with a lenient eye upon many solecisms in 
spelling which are due to sheer ignorance. 

The author offers his sincere thanks to many who have 
helped him in ail sorts of ways to gather materials for this book. 
It would be impossible to make a complete list of them, and he 
hesitates to give an imperfect list. He hopes that the dozens 
of English men and women who offered so much hospitality 
and so many facilities in the winters of 1904 and 1910, the 
ruling princes and their court ofldcials who arranged oppor- 
tunities, the private gentlemen who organized concerts and 
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wEo were ready to discuss their music technically or geimrally, 
the numerous musicians who answered with patience and 
courtesy many questions or who played and sang for many 
hours, down to his various ‘bearers’ who hnew what he was 
going to wear before he knew what he was going to do, who 
caught his trains before he had decided by which one to go, 
who produced food and transport under the most unlikely 
and a smiling face under all circumstances, will believe that 
he has not forgotten their kindness; and that some of his 
benefactors may even find in these pages enough to make them 
think it was not wholly wasted. 

It would be sanguine to hope that the book could be free 
from errors both of fact and of proportion. To sift discrepant 
statements and to get the main features into the proper per- 
spective would have demanded a longer sojourn than twelve 
months. If it is comparatively free from minor blemishes this 
is due to the kindness of several who have read the proofs— to 
Dr. Ooomaraswamy for Chapters I and II, also for several 
illustrations; to Mr. Abdy "Williams for Chapter VIII; to 
Mr. Walter Ford and Mr. E. D. Eendall’ for some musical 
illustrations and suggestions; to Dr. A. A. MaedoneU, Dr. 
L. D. Barnett, Mr. F. W. Thomas, Dr. Felber of Vienna, and 
Dr. Simon of Munich for Chapter X; and to the readers of 
the Clarendon Press for their very careful supervision of 
the whole. Grateful acknowledgement is also made to Mr. 
William Rothenstein for the loan of the copyright of his 
portrait of Rabindranath Tagore (see p. 92). It was decided 
to include this portrait before the poet’s name was known to 
Europe ; and now, although the need of making it known no 
longer exists, the portrait is still retained as the frontispiece. 
The appearance there of one who, more than any other, may 
be said to personify Indian music in its broadest sense, may 
serve to remind us of what is surely the truth, that music does 
not reside in those designs and devices which can be imprisoned 
in symbols and committed to paper, but that it comes and goes 
only upon the lips or the fingers of men who are able to feel it 
or to create it. 


TABLE OF COJiTTENTS 


INTRODUCTION 

The understaiiding of music as affected by national characteristics; 1, 2 ; 
by an antiquated system, 3 ; by the absence of harmony, 4, 5 ; by difference of 
content, 6, 7. Causes of the particular form taken by Indian music due to 
the conservatism of India, 7 ; to its size, 8 j to its climate, 9, 10. A concert, 
11-13. The future of Indian music, 14-16. 

CHAPTER I 

A MUSICAL DIARY 

Conditions under which these songs were collected and caution with 
which they should be received, 17, 18. Chanties and labour songs, 19-2L 
Occupation songs, 20-7. Nagpur, Central Provinces, 29-31. West coast, 
32~8. Travancore, 39-45. Maiutha bards, 46, 47. Conclusions, 48, 49, 

CHAPTER II 

A MUSICAL DIARY (continued) 

Garh walls, 50-6. Gurkhas, 57, 58. Panjabis, Cuttack dance, 59. 
Bhavnagar, 60, 61. Lullabies, 62-7. Children’s songs, 68. Conclusions, 
69-72. 

CHAPTER III 

LEGEND, HISTORY, AND THE PRESENT DAY 

Absence of the historical sense, 73, 74. Legend, 75-82. History, 83-5. 
The present day, 86-90. Subbanna and Seshanna of Mysore, 86. Rama- 
chandra of Trivandrum, 88, 89. Sourendro Banerji of Calcutta, 88. Chandra 
Prabhu of Bhavnagar, 90. Rabindranath Tagore, 92-9. 

CHAPTER IV 

THE SCALE 

The ^cts of folk-song and folk-instruments, 100-4. list of Sanskrit 
authorities, 105, Technical terms, 106-8. The gramast 109-12. Bharata, 
113. Date of his system, 114, His twenty-two irutis^ 115-18. South India, 
119, 120. Transilient scales, 122-6. The iruti in practical music, 127-9 ; 
and in European music, 130-3. 


TABLE OF CONTENTS 


IX 


CHAPTER V 

MODE 

Scale and mode, 134-6. Indian conception of mode, 137-9. The Greek 
parallel, 140-3. Mode in actual practice, 144, 145. Appoggiatura, 146, 147. 
Absolute pitch, 148. Ord^vm and 149. Ancient and modern mode, 150. 


CHAPTER VI 

BAGA 

The table of 151 , 152. Appropriate times and seasons, 253. Sources 

of Bagu^ 154, 155. Tessitura, 156, A Bag is not a tune, 157 ; but it conforms 
to law, 158, 159. Conjunct motion, 160-2. Harmony and harmonization, 
163, 164. Instances of Bag, 165-9. Be-entrant Bags, 170. The drone, 
171-3. Comparison with European melody, 174-6 ; and with the ecclesi- 
astical modes, 177, 178. Imitation, 179. The intervals chosen in melody 
have no basis in harmony, 180. 


CHAPTER Vn 

GBACE 

Grace is inherent in the note, not an appendage to it, 181, 182. Two 
main kinds of grace, 183. Compaiison with Scotch graces, 184, 185; and 
Hungarian, 186. Grace in the Sanskrit theory, 187. The Mohammedan 
Tappa, 188, 189. Grace may be traced to Sanskrit pronunciation, 190. 


CHAPTER VIII 

TlLA 

Stress and quantity, 191, 192. Sanskrit metres, 193-200. The transition 
from poetical to musical metre, 201-3. Metre in music, 204-8. The Carnatic 
system of Time, 209-14. The Hindostani system, 215, 216. Companson 
with the European system, 217-24. 

CHAPTER IX 

DRUMMING 

Indian and European drumming, 225, 226. Drums, 227. Drum-words, 
228, 229 ; drum-phrases, 230 ; and drum-variants, 231, 282. Instances, 
233-40. Augmentation and diminution, 241; and ‘convergence’ and 
‘ cumulation 242, The drum used ornamentally not structurally, 243-5. 


TABLE OF CONTENTS 


CHAPTER X 

THE SAMAN CHANT 

TLe Rgveda accent, 246-8. The Samaveda, 249-52. Its ‘form’, 253, 
254 ! its rhythm, 255, 256 ; its scale, 257-9 ; its original nucleus, 260. 
Consonance, 261, 262. The GandMra grama, 263. The Saman scale as 
transilient, 264. The musical hand, 264, 265. The early Greek scale, 266. 
Instances of Saman chant, 266-73. Notation, 273. Some technical terms, 
274-6. A vocal scale, 276-9. 

CHAPTER XI 

FORM 

Afjtia and drone take the place of our dominant and tonic as the basis of 
form', 280, 281. The Kirthanam, 282-5. Other forms, 286. The Ehydl, 
287-99. Subsidiary forms, 299, 300, Specimens of Rags, 301-16. The 
cycle of Bags, 317-19. 

CHAPTER XII 

MELODY 

Melody is homogeneous, 320-2. Conjunct and disjunct motion, 322-8. 
Climax, 328-30, Tessitura, 330-4. Rhythm, cross-metre, 334-6, Analysis 
of a European, 337, and of an Indian meiody, 338. Their characteristics 
contrasted, 338-42. 


PAGE 

APPENDIX I 343 

APPENDIX II 345 

BIBLIOGRAPHY 346 

GLOSSARY AND INDEX 353 


INTEODUCTION 


Peopm who have lived in India have often asked, with various 
inflexions of voice, 'Do you Kke^ — or, 'Do you really like Indian 
music ?/ The more one thinks what the answer to this should he, 
the more it seems to resolve itself into another — 'Do you really 
understand it?^— to which there can, of course, be no final answer- 
Ind^> it would be difficult with regard to our own music to reply 
satisfactorily to the question, or to do more than put down a few of 
the points that need to be understood. 

History crystallized at any given moment into convention, or 
summed up popularly as association, plays a large part in all that 
we hear. When we are listening to music and think we are 
' understanding ^ it, we are often making no great intellectual effort 
at all ; our mind is really working in well-worn grooves and exer- 
cising little judgment. We listen to a sonata of Beethoven or 
Brahms which is new to us, as a boy reads a new specimen of his 
well-known and accredited brand of Weyman or Kipling and finds 
much what he expected. But when we are confronted with a new 
composer, and these conventions seem for the moment to be dis- 
regarded, when an addition to the orchestra, a new treatment of 
the voice, an unfamiliar harmony, unconventional counterpoint, or 
a recast of structure distract our attention from the main issue, 
there is a great deal to understand and we are apt to flounder. We 
do not 'like^the music because we do not altogether 'understand^ 
it. It is sometimes thought that understanding is not necessary 
to liking : that music is like a peach — a, thing to be enjoyed, not 
underst^. Without denying that the senses can convey to us 
things of which the mind can give no account, it may be asked 
whether there is not a point of view from which even a peach 
requires to be understood. Do we not like it more, that is, under- 
stand more by it, amongst the associations of a sunny garden, or 
with a pleasant companion, and could a man like it — understand it 
— at all if only peaches stood between him and starvation, or if he 
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were TOder sentence of death ? A piece of scenery is trfy enjoyed 
only in proportion as a man knows what he is looking for and 
realizes what he has fonnd. It is a synthesis, hut it is analysable, 
even if we do not consciously analyse. It is the same with music. 

Another difficulty in hearing music consists not in the departure 
from the old-established methods so much as in the substitution of 
new and strange conventions and associations. Cosmopolitan as 
the music of Europe is, we still feel the distinction of nationality. 
In a song by a foreign composer, whether the words are translations 
from his langm®?© originals in our own, we are conscious of 
passages in the music itself which to us, do not seem, to be quite 
the natural expression of the sentiment of the song. A German 
hardly tu^rna to get at the conciseness nor a Frenchman &t the 
dignity of what we fCel. And it is a true instinct which imds 
singers to employ the language of the foreign composer rather 
than a translation, even when it is by Paul England at his best, or 
than the original English, even when the words are by Scott or 
Bumsi Again, it is difficult for us to seize the point of thought 
of a Moussorgsky or a Ravel, not merely because they are new, but 
because they select and develop special aspects of our common 
heritage of European music. We might summarize such distinc- 
tions by saying that music which is to move the listener must be 
for a German solid and profound, for a Frenchman pungent and 
antithetical, for a Russian poignant and elemental, while we our- 
selves find our account best perhaps in humour verging on irony. 
At the same time the modifications of the general trend of European 
musical thought, as it is taken up into this -or that national mind 
are slight, and thfe differences of idiom hardly more than dialectical ; 
we are still travelling in the mother country, but, for the moment, 
in an nn&milifij part of it. But when we look beyond the 'intense 
cultivation ’ of Western democracies, away from the spirit of com- 
petition, the method of science, and the claims of ' efficiency ’, to the 
calm of the East, where a man’s life is his own or at most his 
family’s concern, rather than the State’s, where there is time to 
live it, where trutii is found neither in analysis nor compromise, 
and spiritual food is not contained in tabloids, we do not know 
what to make of music which is dilatory without being sentimental 
and utters passion without vehemence. 

Another kind of music which has for us an unfamiliar convention 
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is the polyphony of the Middle Ages^ Here it is not the place bnt 
the time that is unfamiliar; we have suddenly" thought away four 
centuries of our civilimtion. We step aside from the battle of the 
styles to contemplate achieved beauty. We wonder where now 
there' are such workmen as those who built these melodies^ what 
their secret was, and what the life of which these were the expres- 
sion. They move us like forlorn hopes and lost joys, like the places 
we knew when we were children, like the land to which Blake 
hiuried home from Santa Cruz. They appeal by their freshness 
and strangeness, but still more by an intimate familiarity. As 
an Englishman who happened to see for the first time the slope of 
a Sussex down would feel, apart from its intrinsic beauty, that it 
was the most English thing that he ever saw, so from these, apart 
from their intrinsic beauty of tone, the man of religion gets best 
at that truth which is beyond all limit and condition. Here the 
different convention helps rather than hinders him; just as his 
deepest intimations of those thoughts which are beyond words are 
conveyed to him more easily in Elizabethan language and in Hebrew 
phraseology than in any other form. It is this strange familiarity, 
which we are conscious of in Indian melody, that makes us sure 
that ^Hhough our language is different and our habits are dissimilar, 
at the bottom our hearts are one’\ 

But more imagination is needed to place ourselves at the point 
of view from which we may enjoy the method of early folk-song, 
that is, of melody conceived apart from harmony; and it is very 
difficult for those who have thought all melody with an under- 
lying harmony, tacit or explicit, to accept it without harmony, 
except after long practice. Consequently they are seldom asked so 
to accept it; except for specialists, no folk-song is published with- 
out accompaniment. The problem is a difficult one, for if a 
harmonized folk-song, like a restored cathedral, is a persistent lie, 
yet a folk-song without harmony seems, at any rate for most of us, 
to fall to pieces, like a picture without perspective. There is 
another connexion between harmony and melody more intimate 
still, whereby harmony is no longer a mere adornment to melody 
which can be added or not, at will, but a vital factor influencing 
the actual structure of the melody itself- We may harmonize, if we 
please, ^ Green Sleeves ’ or ^ Walsingham ^ or the ^ Agincourt Song^ 
without doing them much harm ; hut if harmony, as we understand 
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had been in the air these tunes could never have come to birth* 
A tune is just a musical sentence, paragraph, or chapter And 
a sentence consists of important and unimportant words, and is, 
not a string of dictionary words. In the same way a tune consists 
of important and unimportant notes, and depends for its convincing- 
ness upon a judicious management of these. But the principles 
upon which this ‘importance’ depends are different for melody and 
for harmony. 

The most obvious thing about harmony is that certain combina- 
tions are more euphonious* than others ; the more euphonious are 
dwelt upon, and the less euphonious skimmed lightly over. The 
essence of harmony lies in ^substantive*’ and ^ passing^ notes, and 
its progress consists in a training of the ear by which more and 
more ^passing’ notes become ^substantive’. The very various 
^chords’ that arise in this process give a distinct colour, i.e. im- 
portance, to the note to which for the moment they are applied. 

On the other hand, the most obvious thing about melody, a 
succession of single notes, is that the tune 4ies’ high or low, that 
it has, as we say, a \ngh. temtura or the reverse. This implies a 
level on which as a whole the song rests, and in comparison with 
which its salient passages are high or low. * Laws ’ of melody 
spring into existence as the distance between these two levels, and 
the manner of passing from one to the other, come to be established 
and, later, stereotyped— as, for instance, in the ‘Final’ and ‘Recit- 
ing ’ notes of Ecclesiastical music. In the process the intervening 
notes, and others beyond these two salient points, acquire varying 
‘importance’ subsidiary to that of the two principal notes j and 
the whole of unharmonized song is laid out with reference to this 
variety of importance. 

But since harmony gives importance, at will, to this or that note 
of the tune, the ‘ harmonic ’ tune will in its turn tend to travel 
along the most telling points of the harmony and to reinforce its 
cris^; and the significance of such music will be the result of the 
conflict between melodic idiosyncrasy and harmonic necessity. The 
compromise between these two impulses will lead to closeness of 
structure and make for unity, because each cheeks the tendency in 
the other to free improvisation. ‘Melodic’ tune, on the other 
hand, contains its law in itself, and it has merely to display that law 
not to conflict with some other. Provided the ‘laws’ of melody 
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are not transgressed, one particular structure seems no more desir- 
able than , another I and this leads easily to a variety and elaboration 
of detail, which blunts the sharp outline of turn and throws the 
weight rather upon definition of mood. The beauty of harmonic 
music is that of tilth and culture ; of melodic music, that of the 
briony and the gossamer. 

In Europe the conventions of folk-song do not land us in any 
great difficulties. There is nothing in them which a good artist 
who is content to eschew conceits and lay aside all preciosity 
cannot as a matter of fact sing. There are few unsingable intervals 
because, with the exception of a few people, like the Greeks and 
Hungarians, the scales in use are the common property of the 
whole continent. There are few melodic ornaments or eccentric 
rhythms; they do not thrive when voices are much used in concert; 
But beyond Europe, at any rate in India, with which we are now 
concerned, it is very different. An enormous amount of convention, 
the growth of centuries, stands between us and the reproduction 
and therefore the appreciation of their melodies, for we understand 
little of any music we can take no part in. And yet no true 
musician would turn his back on it if he were convinced that the 
conventions were interesting in themselves; still less if he felt that 
there was real art behind the conventions. 

Music in India, as elsewhere, is of varying excellence ; and it is as 
rare perhaps to hear the best there as it is in Europe. If we look 
away, however, from the less worthy kind, which is apt to deal in 
cheap contrast and to indulge in personal display, to the noblest which 
is to be found there, our chief difficulty is to feel the religious element 
in it which an Indian feels. To hold any intelligible language 
about the emotional content of music is difficult ; it is still more 
difficult when the content is that subject which ^ every sensible man 
keeps to himself The range and depth of religious feeling varies 
in different countries, in one land it rides close, in another it sits 
loosely, to ethics, and the manifestations of it look different as they 
proceed from the intellectual or animal extremes of our nature 
— from the Vedantists or the Tantriks, from the Fourth Gospel 
or the Song of Solomon. Without questioning the spirituality 
of the religion of Europe or India, we may call the former 
practical and the latter contemplative ; though it is difficult to 
say even as much ^ that without seeming to assert that the 
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converse is never tnie^ which would be absurd* But Europe^ 
certainly England^ thinks poorly of a religion that does' not result 
in a good life : while India fixes its attention on the quality of the 
religion^ the. amount of realization and of ' vision it contains^ and 
leaves the' good life to 'follow as a natural consequence, India is 
still living the age of Faith,' It is no accident^ therefore^ that the 
nearest analogue we can find to its music is that which , culminated 
in the work of ' the Cinquecentists.' Why it is that the Gregorian 
Tones portray a, self-surrendering' faith we can' no more explain 
than we can say why it is that we' agree with Heine^s description 
Qi Em' feBte Biir-g as the Marseillaise of the Reformation^ or :that 
we recognize an undemonstrative pietism in Charles Wesley’s tunes 
and: an undeniable suitability for their purpose in the hymns of the 
Salvation Army ; but we "easily feel that none , of these can be 
divorced from their age or occasion. And though we may be 
unable to point to definite' cbaracteristics in Indian . music which 
are due to its impregnation 'with a'most spiritual form; of 'religions 
yet its extraordinary correspondence in detail' both of time and tune 
with the music of Ecclesiastical Europe; Justifies the view that 
a peculiar outlook on the worldj Such for, instance as the' specifically 
religious outlook, does, bring a's a result a peculiar form of music. 
The best Indian feels towards his music^ as perhaps the best of us 
do towards ours, like the Devout Rover : 

Wheresoe’er my fancy would begin 
Still her perfection lets religion in. 

I touch her, like my beads, with devout care, 

And come unto my courtship as my prayer. 

Of this song, given me by S. M. Maitra, the tune is one 
commonly sung by boatmen in Bengal ; the Bengali words are by 
Indu Bhutan Ray, the translation by Maitra. The mad woman 
wandering about hugging a bundle of rags she has collected, with 
village urchins snatching at them, is a common sight ; what is not 
common is the poet^s use of such an image to portray the souFs 
close communion with God. 

Thou art my tiny bundle of old torn rags, my dearest, lord ; and I am 
thine own little mad woman holding thee always on my heart. 

When I am tired I lay myself down under the tree by the liver-side, and 
sleep in peace, resting my head on thy bosom. 

In the streets men point the finger of scorn at me; they laugh a|i me, 
they throw dust on me. > 
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Some try to pluck tkee from my heart, some tell me to cast thee away. 
Ah ! but how could thy mad woman live without thee, my love ! 

Pressing thee to my breast I go on my way, and neither fear nor falter ; 
this mad mind of mine cannot be touched by any troubled thoughts. 

Long, long years have come and gone, but thou art still the one sweet 
thing that never grows old. With what talistuan boldest' thou this iiu*».d, 
mad soul of mine, my love ! 

My translator said Men weep when they hear this song’^ 


Bhatial (Boatman’s Song) (Sengali Words) 



ml-tha re - kha , . ni-scliin-ta ghu . . mai . . re . . Che-ra 



Che-ra na - krar pu • tu-li tu-i mor, &c. 


There is, it is said, no statement which will apply to the whole 
of India except the geographical one that it is east of Suez* But 
three statements can be made about it which no one will be dis- 
posed to deny — that it is old and large and hot. India has had 
time to forget more melody than Europe has had time to learn. 
The elements of tone and rhythm have been combined and recom- 
bined, and have left the theory a tangled mass of forgotten systems 
and the practice an ineradicable mstinct. The veneration for the 
past because of its remoteness, the mental attitude which looks 
away from the categories of time and space and turns its attention 
upon the essence of the thing itself, the faith which links the 
present closely with the time when the gods walked the earth and 
still points to the visible imprints of their feet — all these have 
united to personify every element of their music, and piously to 

^ The reason for this way of writing grace-notes is explained in Chapter TIL 
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preserv'd names and attributes wbich have long lost their meaning ; 
so that much of the theory ib clear only to those who can read myth* 
Nor on the practical side has extemporization, as it is there under- 
:stood, been learned in a day, nor even in the lifetime of any 
indi.vidiial j' it is, just as much as their fluent public speaking, an 
inherited instinct of the race. This is, of course, bound up with 
another peculiarity, the disinclination to spoil a good memory by 
reliance on the written word or note. The writer heard two girl 
violinists at Tanjore play by heart in unison for five minutes, and 
they never once betrayed by a wrong note or by false intonation the 
fact that they were two and not one. But it is age-long practice 
rather than memory which has placed at the command of the 
best singers that inexTiaustible wealth of variation with which they 
make a melody their own, that gift of improvisation which takes on 
an epic quality, as all crafts do that are handed down from father to 
son. To walk on the Old Trunk Bead is, it has been said, to step 
into a chapter of Genesis ; and in the same way we catch, in these 
immemorial cadences, the very spirit of the rhapsodists of Homer. 
Their music is old, but with an age like the eternal youth of 
Greece, not with a second childhood like the stereotyped formulas 
of the Troubadours. 

The size of a country is to be reckoned not in square miles but 
by its travelling facilities or their absence. The Norwegian valleys 
of Helgedal and Lejra Elv are ten miles distant at their nearest 
point ; but as far apart practically, and as different linguistically, as 
Devon and York. Indian dialects have been variously computed at 
141 and 183; it is probably within the mark to say that India 
comprises 50 peoples, each ranging from thousands to millions, who 
are mutually unintelligible. If it cannot at present be shown that 
music and language follow geographically the same lines, it is patent 
that in each the means of expression is based upon the same general 
principles of phonetic decay, antithesis, exegesis, and so on, and that 
both deepen in secluded communities and broaden upon the stream of 
a universal currency. And the hundreds of names of Indian 
and many more if we count all the variants which, coming from 
different parts of the country, are included under the same name, are 
there to show that * mood ' behaves in all respects like dialect. This 
isolation of the village or the tribe has been repeated in the isolation 
of the court. The method of Gwalior has been firmly marked off from 
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thafj of Lncknow or Indore,- and tkese from the methods of Mysore 
and Tanjore, and Trivandrum. Such places formed centres in 
which local usages were summed up and tabulated ; and music that 
was born in secluded valleys and in trackless deserts was there 
nursed by royal 'patronage. If it is too soon to say that the 
patronage is withdrawn, there are signs that it is rapidly diminish- 
ing ; and, as for the seclusion upon which this reflective music has 
so largely thriven, there can be little pride in his profession left to 
a singer when gramophone records of his best songs can be bought 
in any large town. In spite of all this it is difficult to believe that 
Music will lose heart and depart from the earth, least of all from so 
poetical a race, AUer erit turn Tiphys^ et altera quae veJiat Argo 
Belectoe heroas^ 

Lastly there is the climate, the effect of which is twofold Since 
life is lived under the simplest conditions and much in the open air, 
day being turned into night and night into day, all times of the 
twenty-four hours are available, to somebody, for making music. 
And the character of the music is felt, far more than in Europe 
where the conditions are more formal, to depend closely upon the 
hour and season of its performance. It is difficult to gauge the 
strength of this feeling, since those who believe that the beauty 
of the music depends on its being heard at the appropriate time are 
about equal in number to those who do not. The belief is strongest 
where the music is purest, where it is performed for its own sake 
rather than for display, and, like every other musical belief, is very 
old. Another result of the climatic conditions is seen in the sim- 
plicity of the inst]^uments. The the most elaborate and the 
oldest, has not a tithe of the complication of the piano; for the 
tension of the strings being low, the framework can be simple, 
and the fingers being on the string, all mechanism is dispensed 
with. Nor are the gradations between the best and the worst 
specimens so subtle as in the violin; for the tone is not exposed 
so much to criticism on plucked as on bowed strings. Neither, 
of conrse, is there any comparison in the cost ; ten pounds will buy 
a good instrument for the player^s purpose, and the many tens more 
that may be spent on it are lavished, though not wasted, npon its 
ornamentation. Meanwhile, for simpler requirements, nature pro- 
vides the bamboo, out of which an bourns work will fashion a service- 
able flute, and man provides the water-pot {chatti) over which 
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a skin may be stretcbed to fumisk a quite sufficient drum^^ It is 

Lt the sL heat that niattors-the difference between midsummer 

and midwinter is no grater than T^swl 

damp of the rains after the searching heat of June. This swellb 

the wood and softens the glue and so breaks down the tone of 
elaborately constructed instruments such as we employ. 

We have spoken of some difficulties of understanding music 
which are due to an unfamiliar convention of time or place, or to 
the absence of a convention to which we are accustomed, or to the 
presence of a content which appeals less forcibly to us; we have also 
considered the effect on the particular music which is under dis- 
cussion, of the conservatism, the broad expanse, and the climate of 
India. One more cause of the particular form which this music^s 
taken is to be found in the language of the country ; for speech is 
logically, if not also historically, prior to song. Sanskrit, with an 
infusion of Persian in the north, and in the south incorporating 
relics of still older tongues, is the basis of all Indian languages. 
Its pure resonant vowels and clear-cut consonants present the le^t 
possible obstacles to good vocalization. Ihe fact t a quaniy 
counts for more than accent in its pronunciation has made metre 
rather than rhythm the decisive element of musical time. 1 he com- 
bination of resonant vowels and a metrical language has led to the 
development .of vocal rather than instrumental music. And since ie 
voice employs equable force of tone rather than violent dynamic 
changes, its deficiency in this respect has been made good on the drum. 


That is perhaps as far as the printed page can go in presenting 
to the eye what can only be apprehended by the ear. To suggest 
the effect of that which even musical notation only faintly shows, 
we may borrow a device from the poets. 'When Homer want ^ 
his reader to feel that Helen's beauty was worth all the ten yearn 
agony of Troy, he made him listen to the old men on the walls 
talking about her ways as she had moved amongst them in their 
youth. In that spirit we may read the diary of Pierre Loti in 
the fifth chapter of his L’lnde; and those who have never heard 
what he speaks of may divine what he means, while those who 
have heard it may take pleasure in his accuracy of observation and 
truth of feeling. 

^ Mrdsnga, the general word for drum, means ‘ olay-bod y 
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About four o^clock in the afternoon, when the midday heat has 
passed, the musicians of the Maharajah^s orchestra, who have been 
placed at my disposal for a few hours, enter with noiseless steps, 
bow ceremoniously, and take their seats on the .carpet which has 
been spread for them in the verandah. 

In the clear*cut profile and dainty features you recognize at once 
the artist* Gold tinselled turbans are on their heads, and diamonds 
in their ears. A fold of silk, touched here and there withhold leaf 
and disposed in the classic style, is thrown over the shoulder and 
leaves free one side of the body and an arm covered with bangles. 
From their light drapery steals a faint scent of rose-water. 

^^They have brought large instruments with brass strings ,* giant 
mandolins and overgrown guitars with the scroll of the finger- 
board ending in the head of some monster. These guitars differ con- 
siderably from one another and are intended to produce very 
different effects ; but they have all of them large sound-boards, and 
occasionally, at the ends of the finger-board, hollow globes looking 
like fruit on a branch. They are painted, gilded, inlaid with ivory ; 
they are old, well seasoned, and valuable. The mere sight of these 
queer shapes awakes in me a feeling of mystery — the mystery of 
India. The musicians smile as they show me them. This one is 
to be caressed by the finger, that to be stroked by the bow, a third 
to be plucked with a mother of pearl plectrum, and there is one 
which is to be played actually by rolling along the strings a little 
oval piece of ebony. Refinements, these, such as our Western 
musicians have never known. Then there are drums tuned to 
different notes and child singers sumptuously dressed. A pro- 
gramme specially printed for me is put into my hand containing 
the melodious polysyllables of the performers^ names. 

By five 0^ clock they are all there, a score of them, seated on 
the carpet in the growing twilight while the punkah swings 
languidly overhead. And now the monster at the end of each 
guitar has reared its head and the concert is going to begin. 
What devastating sounds will issue, doubtless, from instruments of 
such a build, and what a din from the drums! I wait, nerving 
myself for much noise. Behind the players is an archway standing 
out against a white porch through which a group of the MaharaJah^s 
soldiers are seen standing in the rays of the setting sun, their tur- 
bans glowing in the red light to a deeper red, while the musicians 
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f oriE a dim clustor in d66p shadow. Th© si^ht of thoir sonous faces, 
and the fixed look' with which they regard each other, rather than 
any actnal sounds tells you that the concert has begun. 

note is held on jpmnmimo^ almost too high for the ear to 
distinguish^ like the opening phrase of Lohengrin^ and then through 
several and various developments passes into a rhj’thmic move- 
ment without any increase in the body of sound* Astonishing it is, 
this almost silent music issuing from such powerful strings ! It is 
like the buzzing of a fly imprisoned in your hand, or the rustle of 
a moth^s wing against a window-pane, or the death struggle of a 
dragon-fly. One of the players holds in his mouth a little steel im- 
piement, and by- the vibration of his cheeks produces the sound of 
a whispering fountain. Another, on one of the largest of the 
guitars, coaxed by the hand as if the player were afraid of it, keeps 
up on the same notes a prolonged Tuwhoo f like the blurred note of 
an owl, whilst a third instrument, muted, gives the sound of the surf 
on a distant beach. Then there are taps on the edge of the drum- 
head with the finger tips which your ear can hardly detect. Sud- 
denly jerks and jolts, utterly unexpected, introduce a mad fit of two 
seconds duration f the strings vibrate at their full length, and these 
same drun^jS, struck differently, utter deep, dull sounds like the lum- 
bering stampede of elephants over hollow ground, or the rumbling of 
a subterranean torrent in some boiling chasm. Then in a moment all 
grows quiet again, and relapses at last into the whisper with which 
it began. 

Seated cross-legged on the ground a young Brahman with 
wonderful eyes holds between his knees an object whose lack of 
finish contrasts strangely with the refinement of the rest. It is 
a rough earthenware jar containing pebbles, and its large opening 
fits closely 'to the convex of his bared chest. The volume of tone 
increases or diminishes according as he leaves the jar open or closes 
it by pressing it to his body. His extraordinarily agile fingei^s draw 
from it sounds now twittering, now booming, or again, when the 
pebbles rattle inside, hard and dry like pattering hail. 

When the melody of one of these guitars makes itself felt above 
this clamorous silence, it is with a sort of wail by which the soiind 
is dragged from one note to the next, an intense and passionate 
moan of rising grief, ^fod the sobbing melody instead of being 
drowned is reinforced by the tumult of the unearthly drumming. 
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All this brings the listener into closer touch with the poignancy o£ 
human snfiering than the anprmnest moments of Westmn musio 
ever do. . . . The melodies do not^.hewererj speak to us of sorrows 
m remote or so unintelligible as those of a Mongol or a Chinaman, 
if not at home in them^ we seem at least to understand them. 
They depict the pain of a highly wrought nature which, though it 
has travdled down the centuries by another path, is yet not radically 
different from onr own. And the gipsies, though through the 
medium of a less omlized music, have made us to. some extent 
fn.Tnilia.r with these forlom and feverish accents. 

“ The human voice had, I found, been kept for the end- One 
after another tiny fragile-looking hoys in rich attire, with eyes 
almond-shaped and over-large, executed bravura passages with 
bewildering rapidity. The voices they once had were now brokmi 
— already dying, as it were. A man in a gold turban conducted 
them, to the sound of a truly awe-inspiring prelude, by holding 
them with his eyes, his head, lowered like that of a snake fascinating 
a bird ; and you knew that he was mesmerizing them and conld, if 
he pleased, force to breaking point the delicate structure of their 
frail organs. The words they articulated to their minor cadences 
were a prayer to appease an angered goddess. 

" Last of all came the tarn of the primo vomo, a handsome man 
in the prime of life. He sings and. acts for me the lammits of 
a young girl deserted hy her lover. Seated like the rest on the 
ground he is at first bnri^ in thought ; his brow puckers ; his eye 
darkens. Then his voice breaks out with the incisive wail of an 
Eastern bagpipe. In his. extreme hig^ notes you are still aware, hy 
its harshness, that the voice is a man’s ; but in the heart-broken tones 
I hear — and it is a revelation to me— the very song of anguish. ; 
and his play of feature and the tense motions of his tapering 
fingers accentuate the agony of his despair. 

"These play^ and singers are the servants of the Maharajah. 
They ate to be heard every day within the g^oarded stillness of his 
psdara walls, while menials pass to and fro with a cat’s footfall, or 
stand with hands joined in supplication. How far other than onrs 
must he the thoughts of this Momiroh’s heart ; how different his 
outlook upon the sorrow of life, and of love, and of death I But 
music like this, unoommon in <haracter and distinguish^ in per- 
formance, revmls to me one little comer of his soul better than did 
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our sliort and formal interview, spoiled' by its tiresome punctilio and 
by the constraint of a language not my own/^ 

Not all Indian music is at this level ; and one who determines to 
hear the real thing must be content to pass hours of boredom and 
traverse tracts of philistinism, ignorance, and want of skill before 
he has his reward— as, indeed, may be the ease nearer home. But 
when it comes there is no mistaking it. No doubt there is of ten 
that added charm which we get, for instance, in reading poetry in 
a foreign language, in which the unfamiliar words contain a poetry 
of their own apart from the poetic use of them,- the very mweU 
of the melody and the old-worldliness and other- worHliness of the 
setting in which it is heard often compel our feeling for beauty 
even in very humble specimens of the art. We lose, perhaps, by not 
understanding the words, but less than we might expect. All their 
burden is the simplest desires and the simplest fears— the unwearied 
iteration of Miurere Domine^ and the unwearying tale of human love. 

Causes have been here assigned for this music being what it is; 
and it would seem that the music will not change until the causes 
change- Of these the language and the climate are two constant 
factors. It is shown in Chapter Till that language, especially 
verse, has had a determining effect upon the rhythm of the music ; 
and the climate, besides affecting the question of instruments, 
diminishes the enterprise which is necessary for concerted music. 
So far, then, it may be predicted that the music will remain metrical 
rather than rhythmical, vocal rather than instrumental, and in- 
dividual rather than concerted. The other two factors were the 


conservatism and the large area of the country. This large area 
has already been somewhat contracted, and is likely to be still more 
contracted in the future, by easier and cheaper’ means of communi- 
cation ; the effect of this, musically, should be to reduce the variety 
of Bag and Tdly and to make the dialects^ conform to some 
common standard. The conservatism will, no doubt, die hard. It 
seems to many as if all hope for music lay in recovering the tradi- 
tions and the knowledge which made it so fine in the past. They 
believe that art can only prosper under munificent patronage, and 
that when that is removed art must die. In that they may be 
right ; but when they go on to say, or to imply, that the materia 
iechnica of the art, its precise formularies as they existed in those 







Music party. Detail from a picture, (seventeenth century) in the collection of G. N. Tagore. 
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clays, must be soiigM out and quickened into life, as the only means 
of awakening an interest which has fallen asleep, they are on more 
debatable ground. Music cannot stand still. Its whole essence 
consists in finding short cuts to old routes. In the process it does 
many things that are afterwards seen to be regrettable j they die 
off, that is all, and the art lives on. The whole of our musical 
history is full of instai'ces of this. We can appreciate the pope's 
prohibition of the sharp leading note or Mendelssohn’s annoyance 
at the methods of Berlioz by considering the sort of reception we 
gave to Wagner’s ^substantive'' sevenths and chromatic harmony, 
now become commonplaces, and are giving to French whole-tones 
and to German pure dissonance. Life is too short to spend wholly 
in living in the past, and human needs are too imperative to be 
satisfied by proxy. It is inevitable thj»»!: the multiple means of 
expr^sion which Indian music has at its command will be reduced 
in number, that the fine edges of them will be worn down, and that 
the real needs will be expressed more simply. For, after all, a man 
sings because it is a splendid thing to do, and because he cannot 
help it; and when that is really the cs^e he is not going to be 
fettered by obsolescent rules. 

The process of simplification has already begun. The Carnatic 
system frankly ignores the niceties (examined in Chapter IV) of 
intonation. In northern India a number of songs are described as 
^in a mixed or ^not in a and yet are accepted and 

enjoyed. The preponderance of common time {Adi^ Tlnidl) and of 
I {Rupak) over all the other kinds put together can hardly have 
been as great in the days when the system of thirty-five Tdls was 
invented. The ^ new style ' of drumming ignores the * drum- words ’ 
and tends to simplify the elaboration of cross-rhythm. 

It is all very sad ; but there can be only one remedy — ^to accept 
the conditions and to make music first in spite of them, and after- 
wards on the strength of them. Miisic which is not built upon the 
immediate instincts and needs of the people is no music at all; 
they must make the formal details of their music Just as they 
make their language — ^by actually singing and speaking. It is as 
far from the truth to say that ^modes’ and ^times' must remain 
in their primitive condition as to say that poetry of the twentieth 
century must be in Chaucer's English, or a Bengali love-song in 
■■VedieBanskrit. , 
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But there are other conditions which need not be accepted. If 
the rulers of native states realized what a death-blow they were 
dealing at their own art by supporting or even allowing a brass 
band, if the clerk in a government office understood the indignity 
he was putting on a song by buying the gramophone which 
grinds it out to him after his day’s labour, if the Mohammedan 
^star’ singer knew that the harmonium with which he accoin- 
panies himself was ruining his chief asset, his musical ear, and if 
the girl who learns the pianoforte could see that all the progress 
she made was as sure a step towards her own denationalization as 
if she crossed the black water and never returned— they would 
pause before they laid such sacrilegious hands on Saraswatl. 
Excuses may be made for such practices, but there is one objection 
fatal to them all; the instruments are borrowed. We do not hear 
much about Roman music because it was so easy for them to get 
Greek slaves; and the importation of the gavotte and the minuet 
killed the English morris-dancers. To dismiss from India these 
foreign instruments would not be to cheek the natural, but to 
prune away an unnatural growth. 


CHAPTER I 


A MUSICAL DIAEY 

The following pages give an account of musical experiences 
during a tour through India extending over half a dozen months 
of 1910-11* The route, determined hy other than musical reasons, 
lay through the Central Provinces, Madras, Bangalore, Mysore, 
Trichur (exhibition), Travancore, Tanjore, Calcutta, Allahabad 
(exhibition), Dehra Dun, Lahore, Jhelum, Bhavnagar, Poona. It 
is hoped that the reader will excuse the use of the first personal 
pronoun to distinguish a travellers actual experience from infor- 
mation otherwise obtained. 

It must be understood that though many of these melodies were 
in queer scales, no attempt has been made, beyond an occasional 
superscript {f, b, or where the effect was characteristic, to 
represent niceties of intonation. Where such signs are not ap- 
pended it does not necessarily mean that the songs were in the 
normal scale; perhaps the singers were finding their voice and the 
initial vagaries were not worth recording, or the tune only came 
once or twice — •though generally it came a great many times — or 
perhaps I was not attending. It would have been good to have 
been able to note the exact pitch in each case ; but the absence of 
the proper means made this, except in a few instances, impossible. 
A phonograph cannot be carried on the person or unlimbered and 
brought into action in half a minute, like a camera ; there are also 
conditions, such as distance of the sound, or movement of the 
producer (e. g. in dancing) with attendant dust, which preclude its 
employment altogether. Secondly, as it is impossible for the 
European reader to reproduce the local colour which is imparted 
by curiosities of grace-note or of intonation, it is unnecessary to 
trouble him with them at this stage. And, lastly in attacking 

i They mean in each case an alteration of less than a semitone, and they are 
in force, like ordinary accidentals, only till the end of the bar, 
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a new subject, as for Europeans, in spite of Captain Day's excellent 
boob, this must be called, it is better to treat intonation by itself 
(see Chapter IV). It is but little, in any case, of language, whether 
spoken or chanted, that symbols can recreate for us; and when, as 

here, the choice lies between symbols which falsify but ^ are iinder-: 
stood and symbols which tell the truth but are not readily intelligible, 
there is no doubt which must be adopted to convey a first general 
impression. 

The very simple melodies here recorded may seem to some too 
trivial to have been worth while. But if art is ^ doing common 
things in an uncommon way’, it seems clear that we must be 
familiar with the common things before we can appreciate the 
uncommon way of doing them. It is Just for lack of this, of 
familiarity with such simple things as nursery rhymes and games, 
that we often fail to understand the poetry of a foreign country. 
It does not, however, occur to us that the same is true of music, 
because European music, which is all that most of us know, is 
cosmopolitan, and to understand a foreign composer it is seldom 
necessary to study the Folk-song of his country. He is using 
a familiar language, but doing unfamiliar things with it. Bxit 
as soon as we leave Europe the language of music is not familiar 
to us, and our first object must be to learn it. We have to be 

humble, and begin with a ^simple exercise ’ book. 

One caution with regard to these tunes. It would be a mistake 
to play them on a keyed instrument : they should be played on the 
violin, or sung, or whistled, or merely thought. Not only because 
there is then a hope of their being rendered in natural intonation 
and of getting the sharp edges of the tones rounded by some sort 
of portamento^ but also because the temperament of a keyed instru- 
ment, in Europe the piano, in India the harmonium, has a unique 
power of making an unharmonized melody sound invincibly com- 
monplace. 

In all the melodies the tonic is C unless otherwise stated. It 
may be asked what decided in each case which note was the tonic. 
At the time of hearing the song there was seldom any doubt about 
it, and the doubtful cases are those for which no special note of the 
tonic was made at the time. What exactly decided the point at 
the time is a little diflScult to particularize: it was something 
almost personal — just as when we read a book written by a man 
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wbom we actually ‘know we get a better idea of bis meauing tban 
others would who do uot know him. Tonality depends upon sueh 
things as the particular turn of phrase^ the repetitions, the accom- 
panying words, and these may, of course, be reproduced on paper. 
But it is, further, suggested in the extent to which particular notes 
are made essential or accidental, the exact amount of strength given 
to a leading note or to an appoggiatura, the emphasis in the accom- 
panying percussion, minute retardations and anticipations, grace- 
notes at particular places, even the mere expression of face and 
hand— and most of these defy notation. The sum total of all these 
guides us, without our quite knowing how, to the general plan of 
the music, and thereby to its tonic. For a tonic is a tendency rather 
than a fact. All we could say of our own music is that in propor- 
tion as it exists for its own sake, and not for the sake of some other 
thing — words, or situation, or programme — it has a tendency to 
centre round some one note. Harmony can mark this note with 
exceptional precision ; and we are apt therefore in looking for the 
tonic in an unharmonized melody to supply those harmonies mentally, 
and so to bring what we hope to find. In the Arab tunes. Nos. 
52-4, for instance, it is impossible to say without having heard a 
good deal of Arabian music what they would regard as the tonic. 

Except in street cries and sailors' chanties — the former in order 
to make the voice carry and to secure prompt recognition, the latter 
to ensure precision of movement — ^we hardly know in Europe that 
melodic impulse which finds vent in the occupation songs ^ of the 
East. The contrast of the two worlds is epitomized for us even 
before we actually land at Bombay. The A.B. seaman jolts out in 
a gruff practical voice his 

Lights are bright and all’s well! 
and the Lascar follows with a smooth, dreanay 

''3S3E. 

% 

Khub dekh-ta hai 
(Good watch is kept) 

It is an allegory. On the one hand, the essentials in the fewest 
possible words, with stress and energy, in matter of fact tones ; m 

^ See Karl Biielier, drUU'Wid Tenbner, Leipiig, 

' c % 
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the other pitch substituted for stress/a generalization for a state- 
ment of fict, and through if all a suggestion _ tlmt Time_ has no 
meaning as opposed to Eternity, with the implication that we «« 
in Eternity all the time, though we are apt to forget it. _ _ 

Neither street cries nor chanties are common m India m the 
sense in which we understand them. The typical mod^ of selling 
wares is not to take them to the customer, but to let him come to 
them, sit down, and open an interminable bargain. A small amount 
of coolie labour requires concerted action it is true, and that some- 
times necessitates rhythmical motion : but the typi®l method^ of 
work is individual— innumerable baskets, buckets, bamboo poles, 
contribute their quota, but severally; many shouldem lift the 
dhooly (palanquin) or many heads the grand piano, but the feet 
break step ; many hundreds of hands man the ropes of the god s car, 
but the effort, at the instigation of voice or even whip of perambu- 
lating priests, is spasmodic. . ' , , ■ , 

At any rate, I heard very few songs intended as rhythmical 
accompaniment to effort, and seem only to have recorded one. Six 
men were on a roof lifting a block of building stone. The foreman 
sang the solo. 


Solo. 


Chonia. 


Ar ju - re ja-na-wa-ra ja 


Ar ju - re ja-na-wa-ra 


The pull was on the last note of the chorus. 

A common use of song is to give words of command to 
domesticated animals. At a well at Poona the water was drawn by 
a skin let down by two ropes. When the skin reached the water 
one rope was slacked and the mouth of the skin opened. The cattle 
marched slowly down an incline, pulling on the ropes, and, as soon 
as the contents of the skin had been emptied into the trough which 
carried the water out over a neighbouring field, backed again up 
the incline a little slower still. When the well-man started them 
down he sang 




4, y 



* The spolliag is phonetic. 

* When the superscript accidental is in brackets it means that the note was 
sung sometimes one way, sometimes the other. 
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and after a mmute'^s ' interval he backed them up again^ 

he sang ' gy . | ■ > ■ . " | ' -j ^ 

This process went on to my knowledge for three hours, and probably 
many more. 

In the neighbourhood of Madras the wells are worked by the 
jneoUa* A bamboo pole is balanced crosswise on another ; at one 
end is a weight, at the other a bucket, A man stands at the 
Junction of the poles and throws his weight against the full bucket. 
Here there is no rhythmic motion to emphasize, and there are no 
animals to direct ; it is merely a question of half a dozen hours and 
hundreds of bucketfuls. I was unable in a short stay to find a man 
actually working and singing ; so one was persuaded to come to me 
and sing, a very different thing. This was his melody. The C was 
slightly sharp ; the intervals C-B and B-A seemed to be about 
equal. 


d-* = 60. 



Get up on the picotta, Pillaiyar^ made of cow dung, Piliaiyar made of mud. 
I offer rice, cocoanut, cake, wheat, grain. 

(counts buckets) . . 9, 10, 11 . . 

Have I come here, 0 maiden, only to sleep ? 

The fields all wet are ready to receive seedlings. 

Get bullocks ready to plough, 

Reddish brown, with white horns, 

The central bullock black, with white horns. 

Harness four together, 

Drive them over the wet fields ; 

After the ground is prepared 

ITae seedlings will grow on the hank of the lake. 

(counts) . . 27, 28 . . 

The river is dammed, 

There are vegetables in the gardens 
And mangoes on the trees ; 

^ Piliaiyar = Ganesh, the belly god. 
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I mix these with wheat and curd. 

I have a loDg distance to go, 

But I am happy with you here my dear. 

Where' is your husband ? 

(counts) • . 68, 64 . . 

He is not to be found here. 

He married me and went on board ship. 

If I am a chaste woman. 

The ship will return with my husband. 

(counts) . . 101, 102 . . 

My beloved had sore eyes, 

He was jealous and avaricious, 

(counts) • • 116, 117, &c., Aic. 

Melodies like these are appropriate to particular occupations, and 
new words are fitted to them from time to time. For the tradi- 
tional occupations a new tune is seldom invented. The tune for 
each occupation has a special name. In Behar, every mill-song is 
a jdtsdTf every cowherd^s song a chdchar, and so on.^ 

But one comes across tunes in the making from beggars, fakirs, 
reciters. Some boy acrobats at Bombay gradually formed their 
petitions into 

Ea:. 

7 . 

We have played and sung to you ; let our w’ords be heard. 

On tour with an Indian civilian we inspected a village school. 
After the boys had gone through their gymnastics, the ^ monkey- 
leap the ^ crocodile crawl % and the like, we received the pungent 
and in my ease vicarious tribute of marigold wreaths, and the school- 
master recited a Sanskrit poem of his own composition in honour 
of the presiding dignitary. Beginning with a mere rise and fall 
of the voice it settled gradually into a set melody. 


Tonic G. ? 



Fakirs at the annual fair at Allahabad, the Junction of the two 
rivers, evolved : 



^ See m article by G. A. Grierson in the JK. A. S., voL xviii, p. 210. 
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BX.2 


clss#60. Solo. 


0aii-ga Ja-mu-na ti - ra - tlie ka- ra - le Kam-gbata as-ctn - aa , Ha -ri 
Chorus. 


Ra - ma mi -la Ram-ghata as-«n-an Ha - ri Ra - ma mi -la. 

To the Ganges and Jumna pilgrimage make ; at the Ramgliat bathing the 
name of the god Rama you have got (i.e. if you bathe you will get). 


10 , 


A beggar woman one hundred yards off had a variant o£ this : 




A little further on some boy beggars sang : 



This turned out however to be^ apparently, a rendering of a song 
which was being sung at the time by a celebrated singer at the 
exhibition, of which two versions were : 



and further developments : 




■ 




=3 



so that it does not do to be too sure that every beggar is a composer 
also. 

^ The italicized a*3 are inorganic ; they are freely inserted for vocalization. 
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Half a mile away two beggar gkls were singmg words of wbieb 
I only made oat Sarlm, at the beginning and end : 

J=100. 



Sa - rl - na 


Sa - ri - na 



answered each other with 
d=90. 


■mu 



There is a slight resemblance in these, as regards melodic figure, to 
a tune sung by some boys coming home from their work across the 
Maidan at Calcutta— though that was rather a song from lack ot 

occupation: 

cl = 75. 



At Bangalore men and women were pulling a roller over a new 
made road. The voices were rough; the solo enthusiastic but of 
poor tone, and the chorus consequently took some time to settle 
down to the tune. Several of the men punctuated the first of the 
songs with boos and poohs to represent the drum at the places 
marked * ; they were started by the man who scraped the mud off 
the roller. (Alternate four and six-bar sections.) 

Solo. 
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* 
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Womfen. 
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s 


Men. 



Tlie words of No. 19 were: 

Braupadi, wife of tlie Pandava klBg, disguised herself as a beggar to get 
paddy seed for her race to plant ia the wilderness. She was afraid of her 
enemies and cousins, the iCauravas. If she was caught her race would have 
to spend another twelve years in the wilderness. If gods fare so, what shall 
we poor mortals do ? 

The Bext day, after mnch searchiBg and delay, I fotmd a woman 
who was famous for her songs at rdgl-gvmimg. She sat with 
a friend on the ground before a large mortar, and each stirred with 
her pestle sometimes in time with the song, sometimes not.^ 



(Tamil,) Think of Eama. Do not waste time. It is short. Always sing 
of Kama. 



^ See illustration, p. 62. 
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ib..t He ™d lo ptogee H. iwl-- “ “* 

mother. His mother told him to be better behave . 



Sin not ; or you will go to hell {Baraka)^ 



(Sanskrit.) Hama is the only true God whom every one thinks of. 



(Canarese.) We have several avatars. This is a world of pain, there is 

0 happiness here. Therefore do meritorious deeds. 



A Rajah’s son sees a beauty in the street and offers her a lakh of rupees. 



About a wicked Brahman who married a Pariah girl. 

With the last dozen songs or so we have begun to cro^ the 
rather shadowy line which divides Occupation Songs from ordinary 

^"^It wi^not till I had been some months in India that I found the 
opportunity I had been waiting for of overhearing a folk-melody. 
I awoke at Madras, about 5.30 a.m., to the sound of singing; i 
was next door, and seemed to come from a woman about her house- 
hold duties. In the dim light I scribbled down the Mowing : 


i 


Most' of the phrases were repeated mm.j timeSj as many as ten; 
a' few only once ,or ^ twice. The variations were . introdnced piece- 
meal; both sections were seldom' varied at, the same ' time, though 
they are shown so here for brevity. The flattening of the D 
appeared to take place only when there was no mordent, and not 
always then. I don^t know how long she had been going on; 
what is given took about half an hour to sing. 

This humble melody, improvised without shyness on the one hand 
or any idea of showing off on the other, may serve as an introduction 
to the tribal songs which follow. It shows the way in which they 
were varied and expanded, or would have been if there had been 
time; and the bare themes which are set down in the following 
pages must be imagined as having been so treated. The rapid 
succession of variations made it often diflR.cult to note the tune at 
all, especially as regards that very elusive point, rhythm. The 
earlier melodies may, like eldest sons, be to some extent experi- 
ments ; but nothing has been given that I did not satisfy myself 
was substantially correct. The question o£ quarter-tones will be 
dealt with later; any conclusions that may be drawn from these 
examples as to the general structure <f folk-melody will not be 
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■ , . oil +n liave been as they are written^ and 

bv assnmiiiff them 9-U 10 nave 0.0 

as in fact many of them appeared to be sung, in the (untempered) 

tnnps and semitones o£ the European just scale. ^ 

ny tow bega., I TO«t to WEr.a, a £ew 

h.^dist..t by U. whe« a party o£ »» CS»* treto to »atob 
in from Moholi, a couple of dozen miles away. Owing to some 
misunderstanding they faded to appear that day at all, and arrivec 
only at nine the next morning at the station our tram, 
in the day, being due at tend We found there a crowd of twenty- 
two under Eainu Patel of Chingli (east of Moholi), a man of fifty 
with a striking face full of humour and character, the flat nose and 
thick lips of the Gond, and a thick-set figure on bow legs. He 
marshalled his pupils and divided them for singing into 
of ten and twelve. These songs, being the first of the ^ ^ 
heard, could not be noted with any accuracy. The words of three 

of them were : 

1 The bird is crying. Why is the bird crying ? It is crying mth gnet 
for its mate. Nowhere can she find her mate. The friend is m gnet or ^ e 
friend. She does not find the friend here. In this country he is not found 
She must go to the lower country and seek him. If she will go far t len 
will find Mm. 

2. Quickly, sister, mrkg the (gruel). . ' , . 

For twenty or thirty years you have not asked me to make the pey . why 
do you ask me now? Where are you going? 

I am. taking the black bullock to the hazur. 

If you go I will go too. . , 

No, you must not go. If you go they wiU say ‘ See, the brother and sistci 
go together’. It is like a man and wife going together, and that will be 
Scandal. No, you must not come. 

• 3 The clouds look like rain. There are big drops falling. Bam has 
fallen in the upper country ; the nalas are full Everywhere there is ram. 
DhtmSr (boatman), bring quickly your boat. 

What pay will you give me ? 

I will give you* the bracelet on my arm. 

I am not married ; what use is a bracelet to me ? 

I have no money in my hand. I will go with (i. e. marry) you. Launch 
your boat. 

They next arranged themselves in a close packed circle for 

1 I mention this not to reproach them or the Malguzar (village headman) 
who organized the meeting and no doubt did his best, but to show by a typic.d 
instance the sort of difficulties, over and above the mistakes one made onescll, 
which have rendered these records necessarily imperfect. 
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dattcing^ with Rainu sometimes in the middle, sometimes prowling 
round' outside and exhorting individuals. In the second danee they 
linked hands behind each others backs ; in the third they broke 
from' their circular into a serpentine movement, and looked like 
'a section' of a giant centipede crawling about. Most of the dancing 
consisted,: here as elsewhere, merely In revolving slowly '^widdershins^' 
with a shuffling gait, bending their bodies towards the centre and 
clapping their hands in idiythm. The interesting point in the 
dancing was the treatment of the blank beat {khdUy Thus, putting 
R for right foot, L for left, F for forwards, and B for backwards, 
the ordinary rhythms were danced thus : 

Three time 1 2 (3), 1 2 (3), 

RF LF RB, LF RF LB 

Four time 1 2 (3) 4, 1 2 (3) 4, 

RF LF RB LF, RF LF RB LF 

Five time 

12 (3) 4 (5), 1 2 (3) 4 (5), 

RFLF RB LF RB, LFRF LB RF LB 

And similarly with 

Six time 1 (2) 3 (4) 5 6 (our not |) 

Seven time 12 (3) 4 (5) 6 (7) 

Another dance of which I was too busy noting the tune to watch 


the feet was in slow tripleted seven rhythm. 



It was full of grace notes of course, but as most of the performers 
chose their own graces, and their own mo\neBts to apply them, it 
was impossible to distinguish more than two which enjoyed a 
consensus of opinion. 

Then followed an interval for putting rice on their dhoU. These 
are barrel-shaped drums with terminal diameters o£ seven and eight 
inches respectively. Boiled rice mixed with wood-ash was applied 
to the larger end,^ thereby giving more resonance to the tone and 
lowering the pitch by anything up to an octave. They did not 
tune the dJioh to the same note by tightening the braces, nor did 
they aim at any definite interval between the two ends of the dhot, 

1 The lump so affixed is generally made of fiour and goes by that name. 
Iron filings are added when obtainable, for greater resonance. 



“they thertemed riTarge circle, each with his dmm slu^ 
wJh tL peacock feathers rising straight np from his paff^ and 
rtmch that looked like grass with beans or pods at the end 
hating down behind. Between man and man was a ^xstence of 
twolit which each kept accurate by touching his right-hand 


Phonogram. Allegro* 



PLATE 2 




A Aawar also played the a sort of attenuated kit. It had 

two strings' which the player tuned to C and F and then began 
to play* ' I asked if they were right, and he altered them with a' 
smile to C and G and said they were right now. The G was used 
as drone, so that the tune was below it ; ' each section closed on two 
G'^s, They had also a slow dance with bells fastened below the knee 
like morris-dancers. (See illustration, preceding page.) 

At Trichur (west coast) there was an exhibition of local indus- 
tries, and tribal musicians had been brought in. The from 

the spurs of the neighbouring hills, sang : 


* A handsome girl makes her appearance with joy,’ 
and two of them alternately : ' 




* A handiome maiden became a mother and had a son. She had a dream ’ 
—•but it appeared to pass the wit of my interpreter to say what manner of 
dream it was. 

In this there was one short passage in fourths which however only 
oecnwed once, and was gone before I could note it. It is impossible 
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of course to get any particular passage repeated unless you know 
and can ask for the words of it : they repeated the whole song by 
request, but the passage did not recur. 

In their dance the left foot, slightly advanced, came on the beat, 
and the weight of the body, a little bowed, was placed on it. Then 
the leg, and with a serpentine movement the whole body, straightened 
again.^ 


.Esc. 

33. 




Towards the end there was more action ; the feet jdung higher^, the 
right foot turned, out, the body facing alternately right and left, and 
so on. Then %enl. The dancer could not get his accompaniment 
(a single singer) to his satisfaction for a long time, and they 
wrangled as to how the tune went. The Kadars who were to sing 
next were sitting by; and one of these broke in with a wildly 
different tune as a suggestion ; but the Malya was not in the least 
put out, and got his way in the end, which was this, 


mx» 


^ See illustration, p, 30. 

* Pronoimce, Mrm^ KurSi is the name in Tamil for the first note of the scale 
(Sa). , , 


sung alternately by himself and his accompanist. 

It was now the Kadari turn. One played the ku2Jml? He had 
great trouble in getting his reed to speak the tonic (C) properly, 
and cut several before he was satisfied; the Malya dancer did not 
fail to note his distress. It is curions how hard it was to arrive at 
the scale of this instrument. The player had no notion of playing 
a single note by itself, he invariably played a grace with it, showing 
how inseparable grace is from even the simplest phrase. It was 
achieved at last by my holding down his fingers in succession. A 
phrase which frequently occurred in his playing was : 
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Two Kadars sang : 


‘A maiden ckewed betel nut, and walked gaily round the streets of 
Coimbatore.’ 


A wedding song : the drum was the maddale o£ p. 42. 

Next came the Boatmen of Ernakulam, called Velam^ First 
a long song with six variations — ^ seven ways ^ of singings he called it, 


clapping. 


liSSSs^Tia 


the first four minor, the last three major. No, VII got faster at 
each repetition. The general sense was : Invocation to a deity to 
inspire the singer ; description of a town ; of a palace ; of a temple ; 

^ VeU rhymes with ^ pale *. 
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in priiise of the Rajah of Cochin (who had opened the exhibition) f 
rowing in a boat. Fmgments of other boatmeif s songs were : 


Two Pdnans now appeared. This tribe formed in old days the 
band of the Eajali^ but has sunk now into the position of an inferior 
caste. They are recognized magicians. An astrologer settles what 
is the form {inurti) of the demon, and the Pdnans are called in to 
exorcise it. They perform the exorcism {teydUam) with drum and 
pipe ; occasionally they wear masks. Their pollution distance, that, 
namely, within which they may not approach a Brahman, is 36 feet. 
The usual time of year for exorcism is July and August, when 
demons are apt to be specially prevalent and malicious, when in 
fact the rains have developed a certain amount of malaria. 

A man and his wife sang alternately with a cJmhravadya^ and 
a triangle, which divided the eight quavers respectively as S-f 2-f 3 
and 2 + 2 + 4, thus : 

Ex. •} "5 1 1 

41. Triangle. f f f 

Two other of their tunes are these : 

Two Panan nifii. (Piionogram.) 

[*■ ^ .1 ‘""li U* ' C ' C* 


‘ U'> 

Chorus. 






Dr. [«■; 










* Circular tambourine*, 9 inches diameter, 2 inches dc^ep ; the laces cross tlie 
back, and are held in the left hand ; see illustration, p. 42.. 
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Chorus. 


Solo. 
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Mmtely dosed ber “® jl^j totoces of snob disjunct 

'1“ :“‘ tbcTlsnt cbosd is distinct forced 

f T ^Iv the llngcment of l»n in Es. 43 is el.bo»te-4 + 

Ifat iy I slnttoi for Paddiksd, ten unoomfortnble nnles by 

»d e'S’ixrt i" s 

TimellePs nn„n coco-nut oil, chilis, «nd tobncco. 

St; »ns wli dm4. K-t a boy of ten as solo with a chosus of 

men and women : 





baetly the women danced. Alternate feet “ 
sdy inclined to that side, and the oorrespondmg hand made a 
notion as if sowing paddy ^ : meanwhile the men sang 


Ex* 

&a 


Of course all these skeleton themes were considerably varied.^ As to 
the thirds, though they oscillated a good deal between ma 3 or and 
» See illustration, p* SO, 
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minor^ there was little 'doubt by the time the tune was finished as to 
which was intended. Most of the tunes quickened towards the end. 
The performers clapped the time; but as they differed from one 
another it was not easy, on one or two occasions, to make out 
whether they were beating 2 + 2, 2 + 3, or 3 -f S. Probably Ex. ' 44 
was intended for 2 + 3, but the drag of the chorus soon settled it 
into, a 3 + 8. 

At Alleppey, further down the coast, there were Hindu boatmen 
landing Arabs at the pier. The boatmen sang : 


The Arabs 



Tonic? b b & 





b b b, 

SStaH — ^iw.. I I n 



Smm 


_• Tonic? 




1 m-mm ' I 




_ Tonic? Chorus. Solo. 

Chorus. 







quite a different scale. These were short phrases between the strokes. 

From Quilon to Trivandrum is a series of lakes and canals formed 
by the silting, in early times, of the alluvium of five rivers. 
Alleppey is about half way ; and the method of cultivation there is 
this. The fields, surrounded by low banks, are, during the rains, 
inundated, and coated with fresh soil. The water is then pumped 
out, and paddy sown. Practically a large part of the country is 
most of the year under water of shallow depth, and locomotion is 
almost entirely by boat. This lends itself to singing. I had two 
opportunities. Once, in an open boat with four men. I was innocent 
of their language and had no interpreter, so that I was unable to 
tell what view they were taking of their passenger, who is usually 
the topic of their song. I had merely armed myself with the 
Malay dlam for ^sing^ and ^ repeats 
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b 

Ex. ' 

b b 

b b 

b b b 


57. 






Most of these began with a short colloquy in monotone between 
a soloist and a chorus. The abrupt ending of Ex. 58 was cbaraeter- 



istic. Sometimes, not always, the chorus would come in with the 
last phrase, snapped out with emphasis. In Ex. 59 the B and L 

-Nr 


were distinctly flat, the D appreciably so. The whole gave the 
impression of three approximately | tones, with tonic C. Other 
tunes were : 


•Ex, 

60 . 





The other opportunity was on a night journey by valmn^ from 
Trivandrum to Quilon. A valam is a covered boat in which you 
may balance yourself during the day on a semicircular roof and 
watch a slowly moving panorama of palms, Chinese fishing nets, 
wheel pumps, and naked children, and at night recline inside making 
such account as you may with heat, smells, and mosquitos, or other 
inmates. There were two boatmen, punting ; one in the bows with 
a bass, the other in the stern with a tenor voice. Each kept his 
own pitch accurately : their tonics were a fourth* apart, though for 
readiness of comparison all are given here with the same tonic. 

* Pronounce, vmlWm. 
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The songs were difficult to catch as they were seldom repeated, and 
were apt to he broken. o£E suddenly and frequently with an ^ ilia ! as 
a boat loomed ahead in the darkness, or an ^ irava ! ^ as it glided past. 
In Ex. 66 the three D"s, so marked, and these only, were distinctly 
sharp every time. The songs are given in the order in which they 
were scribbled down by candle light, the different voices being 
shown by the clefs. 

Later on I heard two Negapatam boatmen. As I had succumbed 
to the climate I was obliged to have them to my bedside, in a 
railway waiting-room ; the novelty of the place acted unfavourably 
on the singers, and the whistling and shunting on the listener. 


w 
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: 


Chorus. 


-r- 




:ar 

mL- 



---=^ 


Bx* 

72 , 


Coda (ia anisoa.) 


When the sails are spread we i>ray to Allak and Mahomet, 

There is an interest attaching to this. In Bourgault Ducoudray's 
Melodies de Ba&se-Bretagne on p. 21 is a tune ‘ Le Sabotier 

It seems jpossible that^ since French sailors are chiefly Bretons^ these 
boatmen may have heard this tune at the French port of Pondicherry 
which is not far from Negapatam; if so^ their treatment of it is 
interesting; they have smoothed out the articulations of its rhythm^, 
and bridged the leaps of the melody. 


, j . ^ — 


.-^..-1 [ MUl , 


C-i**' Fm-f 



.31' "" "' '' "' , 



^ >■4 








Bx. 

74. 


Lifting by derrick. 


Carrying passengers through the surf. 














Bx. 

76 . 
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Sung in honour of the captain when he comes to Singapore. The streets 
of the town have been cleared for him. 


Trivandrum. A caste of Trivandrum^ the 'Pmdaram^ sang the 
following/ called Kavidachindu, in praise of the god Subrahmanya, 
otherwise called Skanda or Murga. 


AUegro. 
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instead of sixteen, gave a lift to the melody o£ Ex. 82. The two 




^ 

Jafc version. 



— 




2nd version. 





versions of Ex. 83 were from different singers. They are probably 
in seven-rhythm, but in the absence of any clear indication only 
what appeared to be the time values of the notes has been given. 
The A^ sounded more piquant than the Ab j as the flattening is 
obviously Only a case of Musica fieia it does not appear in the 
signature. 


Two JPulaimr women, shy and tearful, sang 





The second woman began invariably by skipping a beat. This was 
the only song they knew. It was what they sang when they were 
tilling paddy, jto this effect: — 'We were once slaves. There was 
a fire on the estate and the landlord stopped it with a spear. The 
fire got into the fort, and the landlord’s men stopped it with their 
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pistols and shields. His women came out and stopped it with their 
broomsticlvs.*^ 

Next two Siidras^ from the Maharajah^s brass band sang 







The iidukku is a small drum, shaped like an hour-glass, held in the 
right hand so that the squeeze of the fingers tightens the braces 
and sharpens the tone within the limits of about a sixth. A pea 
at the end of a string swings from the middle and strikes either 
drum-head. The tdlam^ lit. time-instrument, was a pair of shallow 
cups of bell metal, about three inches in diameter. This song 
bears marks of genuineness, and the three rhythms and the sug- 
gestion of harmony are interesting; but the other is not very 
distantly related, except perhaps for its seven-bar rhythm, to the 
strains of the Salvation Army, which 1 heard that evening outside 
in the hazar, 

A regular Sopdnam singer also came. He sang in some of the 
five Mag mm peculiar to Travancore : 

1 The fourth of the four castes of India — Brahmans, Kshatriyas, Vaisyas, 
Sudras. 



A MUSICAL DIARY 


Padi Puraniva. 



As far as the mere notes go, there is nothing in these that might 
not be heard elsewhere in the peninsula, except that, whether 
intentionally or not, he sang the F, G, and upper C (especially the 
F) decidedly flat The ^predominant^ notes (see Chap. IV) are 
distinguished by semibreves. The two commonest were said to 
be Induha and TadL This group of modes special to one place is 
interesting as proving, what the names of many also bear 
witness of, the strictly local origin of all just as the harmonic 
minor is very common in Swedish songs, the Lydian in Icelandic, 
and the Aeolian and Mixolydian in Irish songs. 

The most primitive tribe I came across were the Kdnikas. A 
company of fifteen or so had marched in over night from two 
villages twenty miles away in the Ghats. Small, wiry, pictures 
of men. They had had no food since the previous morning, as the 
shops were all closed when they arrived late at night. They brought 
with them bows and arrows and kokkaras. This is a flat piece of 
metal^ eight inches by six, with serrated edges, rolled into a cylinder 
with the edges turned up. Along these a tenpenny nail is rubbed 
furiously. I offered one of them four annas if he would hit a tree 
twenty-five yards off; he missed it by a yard. Apparently they 
shoot hares, not at such distances, but by lying in wait near the 
harems form. They told me, * we live among tigers and elephants. 
We are not afraid. We say *^shoo^^ to a tiger, and he goes away. 
We speak the truth, there is no need to tell a lie.^ They are loyal 
subjects of the Maharajah. They address him as ^ thou \ and would 
do anything for him. They live cifen lives and treat their women 
well : there was not a degreed face amongst them. 

After they had been fed they gave their performance. Seven of 
them took part^ each provided with a kokkara. On this the tunes 
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were accompamed ia trochees. The headman of the village picked 
up Ms bowed his head over it, and murmured a prayer. 

Another/ likewise, and another followed, scraping them up and 
down with growing excitement. The leader recited a list of twenty 
or thirty divinities/ in no particular order, repeating some more 
than others. After five minutes or so one of the men began to tremble 
violently, and holding his kokhara with both hands straight out in 
front of him tapped it rhythmically on the ground. The leader 
was the nest to tremble, and his access was more violent. He 
flung himself about, his j^ctgrl fell off and his hair fell down. A 
third leapt, when the fit was on him, from his sitting posture about 
three feet into the air, and dropped again into his original cross- 
legged position. The whole service was interspersed with shouts 
and yells from individual performers. When it was over the 
manUzomenoi bent forward sobbing vehemently, and took a minute 
to recover* One felt ashamed to have been merely an interested 
spectator amongst so much sincerity. 

At Tanjore I heard some ^ bandy ^ ^ men. They sing at night, 
as they drive along, to let the daeoits, of which there are plenty 
there, know that they are awake (and in a position therefore to 
return blow for blow). One of them had been beaten, and showed 
a mark on his forehead in proof of it : the other said he had been 
stoned. The feature of their tunes (Exs. 90, 91) was the long note 





of indefinite length ; the words were not given, as unfit for pub- 
lication, In the temple at Madura I heard the ndgamram (N- 


^ Some of the names were Kama, Hari, Haricbandra, Shiva; and local 
deities, Sasthan, Amman, Amcahi. ® Covered cart. 
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luAh. ihahnai), a kind of oboe with a very lond tone; it was 
unbearable close, but sounded majestic and rather awe-mspinng 
at a little distance in the long galleries, as it did blown on the 
breezes from the top of the Trichinopoly rock. The illustration is 
of two players at Tanjore; they took it in turns to play chanter 
and drone. When the second was asked to surcease from droning, 
the first said he felt ^ like a ship without a rudder . 

At Calcutta I heard a Maratha gipsy, from the Circus. He 
belonged to Tasgaon in the Kolhapur district. These gipsies are 
the bards of the Maratha empire, now thrown out of employ. 
This man was an acrobat. He sang two Povadas : 

(chivalric song of 1795). 

(In tempo and style of Bonnie Dundee.) 

By Ms fate the Ni-zam of Hy*der-a-bad Be-thoughthim tamarcha-gamst 



count-ed, His gea-er-alscame at his call . . And his cam-els were ve-ry well 




PLATE 3 


' ' ” KasEmlri bin-player. 

(Taken by Ananda K. Coomaraswaniy), 


Nagasaram-players, Tanjore. 
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po wirffi. 

■ ' Tonic C. 




— .i- —3—!. 

Tonic El?. 





<u 

Tonic C. 


I 

1 





Concerning tlie expedition of Pendreh, military officer of Kolhapur, who 
marched against Pasgaon and was defeated by a Brahman, Patwardhan. 

This should be compared with Ex. 99. The change of key is 
most unusual, and does not appear to be recognized at all in the 
art-music. It is possible to suppose the tonic is the same through- 
out — Eb in Ex. 93 and C in Ex. 99. But against this is the very 
definite close in C of Ex. 93, and the exact correspondence of the 
two sections of Ex. 99. They must stand, therefore, as rare 
instances of a change of tonic ; in which ease the mode also changes 
in Ex. 93 from Doric to Lydic,^ but remains the same in Ex. 99. 


1 The teniiinations -ie and -ian are used here to denote the Greek and 
Ecclesiastical modes respectively. Appended is a list of them with their 
Carnatic axid Hindostani equivalents. 


As on 

If 10 whito 
Ootvs uf 
tliL* }>i;uio. 

From C, 
'vvitii 

Greek 

mode. 

Ecclesiastical 

mode. 

Carnatic Mela- 
htrta (mode). 

Hindostani 

That (mode). 

.B-b' 

5 fiats j 

J, ■■ 1 

; Mixolvdic 
boric ' 

Locrian] 

Phrvgian 

(Siiman chant) 
Haniunatodi 

Bhairavi 

■A-a ■ j 

•1 n 

llypodoric 

Aeolian 

Natabhairavi 

■ Sindhubhairavi 

...D-^d- I 

O 

?? 

Phrygie 

Dorian 

Karaharapriya 

Kafi 

G— g 


, Hypophrygic 

Mixolydian 

Harikambogi 

Jhinjoti 

C — c 

0 „ 

Lydic 

Ionian 

Dehrasankara- 

Bilaval 

F—f 

1 sharp 

Hypolydic 

Lydian 

bharana 

Kalyaul 

Imankalian 


The Sdman chant is discussed in Chapter XI. The Siiman may be sung in 
Ilindostan too, but I could hoar of no Samagas (singers) there. The place of 
other much more elaborate modes is discussed in subsequent chaptora. 



CHAPTER II 


A MUSICAL DIAEY {contmmS) 


' At Allahabad I came across some Garhwalis who had been got 
down from Mnssouri in Ilwidlay^Xr tot the Exhibition as fiksha'^ 
wilds because they would be in good trainings and because they 
were cheerful and honest. They said they could not sing in the day- 
time because they were thinking about their work^ so we had a very 
merry evening in a hot tent from nine o'^clock to past midnight. 
There was great competition to sing into the phonograph and have 
their performance given back to them; but unfortunately only one 
phonogram has survived the railway journey. The subjects of 
their songs are given for what they are worth ; I was able to get 
them only at fourth hand. The men sang in Ball ; this was 
translated by one of them into had Hindostani, retranslated into 
good Hindostani by a bystander, and from that a version was 
given me by a (most patient) English boy of fourteen who spoke 
Hindostani like a native ; his actual words are given here. 


(He and she on opposite banks of a river). 

She, If God gave me wings Fd fij to you. 

Me, If God made me into a bullet Fd reach you so. 
She. Are your father and mother well ? 

He. How are all the village people, &c. 


Make me the best instrument in the world. 

What will you give ? 

I win give you four annas a day and as much dal (maize) as you like. 


A man had a daughter and sold her in marriage to an old man (aetat. B6) 
She protests : — 

* Why did you marry me to such an old man ? ’ 

An old woman says ‘It was your fate ; don’t be sad about it.’ 
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Fm not happy. 111 go away and get married to a young man,’— 
for she had many lovers. 

But they say—* You have chosen an old, old man and now we won’t have 
you’, , 

' Tonic 0-, 


(fle). 

,0 

give 

me 

those 

pret 

ty eyes, 

And III 

(She). 

And 

if I 

give 

you my 

pret ■ 

ty eyes, 

0th - er 

(Be). 

Then 

C 


let 

me 

bor - 

row them 

And 

iSke). 

For 

six 

months 

you shall 

bor - 

row them ; 

Pro-mise 

(Ba). 



What word is 

this 

of a 

bar - 

„ K.. 

gain-in g I 

I will 


-rf— r — 


make 

you 

the 

gift 

in 

re - turn 

of 

my 

own, 

dean 

lov 

- ers 

11 

laugh 

and 

11 leave 

me 

a - 

lone. 

dear 

keep 

them 

safe 

till 

you need 

them 

a - 

gain, 

dear. 

tru 

- ly youll give 

me 

them back 

then 

a - 

gain, 

dear. 

keep 

your 

eyes 

and 

your heart 

and 

your 

soul, 

dear. 






A Gurkha song. 

He deserts his sweetheart. 


Tonic B, 




Cvr-re:=^S=^""~ -'B 



to bring back my 3i - nen, 
if yonll send to the dko - M, 
a new wife, pret-ty Hi - ra. 
as you know, lit-tle mo « ther. 


1. Mo-ther, send to the Mo U 

2. Kev-er mind where I’m go « ing 
8. Oh Tni go - ing to get me 

4. Oh Pm wea - ry of Chhai-la 

5. For the love of your son, moth - er, my Hi - ra will leave him. 

6. For five hun - dred ru - pees I can make good the de»ceiv“ ing, 

7. He shall cease from his griev «- ing for 111 dou - ble the ran - som. 

8. Some new ear-rings of pearl and a long neck-lace of ru - by. 


Tonic 0. 


:1,, O': where, will, you ,go .if .'I.' get- 

2. You must say where you go be -fore I 

8. Lit - tie Chhai - la is yours and will you 

4. But her bus -.band 11 kill' you if- you. 

5. Ho will fol - low with fif - ty if you 

6. For five hun - dred ru - pees he will not 

7. And what gems will you get to a-dom 

8. You have said where you’re go - ing and Pll 

B 2 . ' 


.back your ■ li men? 
send to the dho - hL 
mar - ry an - o - ther ? 
get pret-ty Hi - ra 1 
dare to. de-ceive him. 
cease from his griev - ing. 
Hi - ra thehand-some? 
send to the Mo - W. 

r 

'>J ‘^J A 
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A postman and ills sweetlieart. 

* Since we were at school we have loved each other. I have spent all my 
money on yon ; and didn’t you love some one else ? ’ 

‘ Up to now you haven’t married me ! ’ 

« I’m so busy all day ; I’ve no time to speak to you.’ 

‘ If you loved me you’d find time ; you’d leave ail your work.’ 

^ I’m being transferred to another village ; I hope you’ll be well’ 

'You’re going? I feel lonely/ 

Tonic F. 



Jagall wanted to go to a flour mill. Her uncles and brothers said, ' Don’t 
go, else the police will catch you, and pinch you, -and kiss you, &c.’ But 
she,—' Never mind, I want to be caught, and pinched, and kissed, &c/ 


1st version. 



Called Jonu’s song ; I could make no story out of the words. It 
was accompanied by a graceful two step, with a ding on the second. 

Phonogram. 


Two pret- ty boys there were Tin - der a gn - rill's care. 

One day the Ra - jah came, Asked of their house and name. 

Indaysthatarenow no more They sojourned in Ab - bot-pur. 
Their moth-er,Con-sMa fair, To Das-rat their fa - ther bare. 
The names of the chil-dren are R3. - ma and Laksh - ma - na, 

Fortlithey were cast from home, Far in the woods to roam, 

Mes - sen - gers came, but they Would not the word o - bey. 

But when they grew to men Home they re - turned a - gain, 
9. Marched to the Ra-jah’s throne, Slew him that sat there -on. 
10. Now by high God’s de- cree, At their re - turn, I see. 


1 . 

2 , 

3. 

4. 

5. 

6 . 

7. 

8 . 


3-0. 0 C4od, hear me in Thy great kind-ness, All - 

10. Thou God hear - est me in Thy kind-ness, Thou 


see - ing God 
God bast 


light - en my 

light - ened my 


blind - ness, 
blind - ness. 
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Bi:. 

ICMj. 

No words available, 

ESXo 
105 . 

Bacbbi married Devali ; bat sbe only bore him a daughter ; so he expelled 
the former, and exposed the latter. 


There was also a recitative song from Bhotan ; 



The long note was of indefinite length — as long as the breath lasted. 


These Garhwalis had come from the hills : I went next to Dehra 
Dun, a few miles below Mussouri, and met with some more of the 
same tribe. Their songs follow below. Most of the words were, I was 
told, mere snatches of sentences, often in the wrong order, learnt 
by heart without understanding, interspersed with tags for the sake 
of the rhyme. The first half dozen were sung by a small boy. 
The intervals between the verses he occasionally filled up by a com- 
bined smack of the lips and clack of the tongue to represent the 
thud, or rather the squeeze (see Chap, IX) of the drum, which would 
at that place have a solo, in order to give the singer time to recover 
his breath. The other songs were given by men soli, or by women 
in chorus. ■■ 

Tam Padhdne. 

Bx. 

107 . 





m 
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Buji BMnp&na^ 


dar- ling l Tell me, Chhai-la,how I shalUive wlieii you are gone ? 
dar-ling I Stand-ing all the day des-o- late up - on a hill ? 

In this song two bars are taken as the unit, and the rhythm is 
2 4* 3 + 3 + 2 ; it would have been more correct to write it but 
more difSeult to read. No method of writing it will reproduce the 
charm of the originaL (CMailat=dsiTlmg») 

Syun Pdrio Gad. 


Eanwain Baja 




In 

the 

moun 

- tains of 

Ke 

And 

on 

Bim, 

■ - '■ la's 

high 

A - long the 

hills, 

near 

and 

In 

the 

home 

of the 

tall 


Lives 

a 

Is 

the 

On ma - 

ny 

Is 

the 
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These were simg hj womeD, tile-layers. They clattered their 
wooden trowels on the floor, in an approximate rhythm, and ^felt 
shame ^ because there was -no actual roof to work on. 

Women. Men. 



This came from Dharmsala’j and the Ed^ was given me as 
Behag. That its singer knew so much about it as that, not to 
mention its carefully balanced sections (the same as in our National 
Anthem), removes it from the category of folk-song proper. 

In many of these Garhwali songs, and still more in the Gurkha 
songs which follow, I noticed, instead of the usual slide or vibrato 
on the emphatic notes, a sort of luscious squeeze, a glutinous warble 
— quite incommunicable. 

^ An officer of the 1st Gooricha’s at Dharmsfila gave me these two tunes that 
his men sung on the march* 

Zakmi Dil (the wounded heart)* 






The tonic of this is probably C, but may be F* 
with what may be the ‘warble’ noticed below. 


The third bar begins 
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To such tunes' as 



four men, A, B, C, D, danced, lifting the foot to the level of the 
knee, their movements corresponding to the four beats of the bar 
[0 stands for the silent beat]'. 

(1) All clap hands. 

(2) B, D touch right palm to A, C^s left palm, the fingers 
pointing upwards. 

(3) Clap hands. 

(0) D, B touch left palm to A, C^s right palm. All step back- 
wards (instead of forwards) on this beat. 

One night during my stay a sing-song was kindly organized for 
my benefit among the men of the 2nd Goorkhas. They were in 
more than their usual good spirits over a successful hockey match 
with the 9th. There was no gene in the presence of their officers, 
and the performance was in no sense ^to order \ The songs followed 
in such quick succession that there was no time to get down any 
words: most of them were danced to. One man, or perhaps two, 
stood out in the midst of an admiring crowd, and whirled round 
and round ; bent knees and elbows, palms of the hands upturned, 
arms extended. • At regular intervals a couple of bars, or four, were 
danced in a crouching position. At the end of a chorus there was 
occasionally a grunted ^ Ha f Ha { ’ 





Solo. 


Chorus. 















This is a Chitrali dance (the regiment spends its time between 
Dehra Dnn and Chitral). It is played loud, soft, siaccaio, and 
staeeatmimo. The final notes are blown with all the fingers off 
the holes, the acciaccaium being got by overblowing. 


A Kafir song. The three-crotchet cross-rhythm of bars 2, 3, 4 is 
noteworthy. , , 

At Jhelum the station was entertained one evening by the 20th 
Panjabis with a Cuttack dance. About one hundred men grouped 
themselves in a double circle round a bonfire, which shot up into 
bright flame at intervals in response to libations of kerosene. They 
advanced towards and retreated from the fire with swoopings, 
punctuated by sudden crouchings, twirlings, and pirouettings ; 
waving their arms, with handkerchiefs in their hands ; sometimes 
pausing suddenly by bringing one leg sharply down on the ground. 
Later on some picked dancers substituted swords for handkerchiefs. 
Then two swords, one in each hand ; and one man dangling a third 
sword held in his teeth by the sword knot. The ncniai (or ^Iiahnai)^ 
a sort of oboe, or bagpipe chanter, and the dhol were employed. 

' The dance tunes were : ■ ' 

J-llO. 










The first eight of these were danced to, the silent beat (the khdlt) 
being marked by a retrograde step. 

The last, ^idjl na maMna^ is a well-known and popular song, 
describing the twelve sorrows ^ of Sita, one for each month.^ 

Basrat, king of Ayodhya, had two sons, RSma and Bharata, by two wives. 
Bharata’s mother had a promise from Dasrat that he would give her anything 
she liked. She demanded nothing till Basrat was on the point of abdicating, 
when she asked that Bharata should succeed, and Rama go into retirement 
in the jungle with his father for fourteen years. Bharata was away at the 
time ; the claim was honoured, and Rama retired. Bharata on his return 
refused to accept the situation, and tried to induce Rama to return ; but he 

3- For other {Bihari) forms of the ^Twelve Sorrows’ see J. R. A, S., xvi, New 
Series, pp. 203, 207, 213, 216, 218. . . 

^ The Indian months are : 

{^!r ifuL 


Magashir { 

i Fet 

■55? I March 

Phalguna t . 
Chaitra { ,, 


Jeth 

AshcVz 

Shravan 

Bhadarva 

Aso 


^ May 
^ June 
} July 
f Aug. 
} Sept- 
I Oct. 

^ Nov. 
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said lie vas bound by Ms promise. Bbarata tben placed khpaduha (wooden 
fiboes) on the gaddiithmne) and dressed like bis balf-brotb,er in jungle clothes 
to show sympathy. Meanwhile Sita, Kama’s wife, was carried off by Eavana, 
■with a vie-w to marriage. In her captivity she laments to her friend. 

girl, with the month of Kariih my beloved went away. This month is 
the harbinger of winter, when cold is derce like lightning. My beloved has 
left me, and the night which is my enemy begins to increase in length. 
I wonder why my soul does not leave my body. , MagasMr is full of emotion. 
It is difiicult for a woman to pass her days apart from him who loves her ; 
BO her condition is very unhappy. The rooms of the house look empty, and 
' Sfta is grieving with tears in her eyes. Will any one bring a letter from my 
beloved, or carry one to him ? In Fosh^ here in the court of Eavana, mj 
home comes to my mind : this Sita says with tears. In Megh the wind from 
the Himalaya blows, and my body trembles. To whom can I open my heart, 
0 friend, that heart which is attached to Rama alone ? In Phalguna the 
flowers bloom ; but what are these to her who has not her lover. The Bag 
Basant is being sung, but how can she care for such songs. In Chaitra my 
mind has become anxious and confused, and the absence of a letter from 
him pains me. All the leaves return to the trees, but not my lover to me. 
In Vaishah grapes and mangoes are ripe, and the hot wind is blowing, and 
the body of one who has not her husband breathes fire. In Jeth it is the 
custom to go to the tanks -with friends to bathe ; but he is not here, and my 
heart does not permit me to do so. Why bathe, or dress, or put on orna-- 
ments ; I will none of them. In Asha'^t when the rains have begun, and 
birds are singing in the trees, I envy them. In Shmvan the tanks are 
full and the rain falls in streams. My gay clothes are wet with rain and 
tears. One who has once loved can never change ; but for all this I must 
not lose heart. In Bhhdarva all kinds of corn are ripe, but they please 
me not. It is now Aso, and I have heard, 0 friend, that Rama has con- 
structed a bridge to carry an army from India to’ Ceylon.’ 

[Rtoa brought his army of monkeys from Raraesvaram across * Adam’s 
bridge Eavana was killed, Sita was brought back to Ayodhya (Oudh) to 
tbe great joy of her people, and Rama embraced Bharata.] 

* I Bamayya, the poet, and whoever will sing my song, shall obtain heaven, 
and all his desires will be fulfilled by God, and all his accumulated Earmas 
will be exhausted.' 

Cradle Songs, 

There is one special class of song, lullabies,^ of great interest and 
beauty. They seem not to he much known in the Punjab^ where 
Mahommedan mothers croon only The Name^ llldh-il-illdh^ over 
their babies. But in any part of the peninsula they may lurk 

1 Is it too daring to offer <LaU', I rock, or cradle (^Lalo' in Eashmir), and 
*Bax% baby, as an alternative to Skeafs not very convincing derivations of 
* Lullaby ’—brought from India possibly by gipsies? 
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nBSTispected, as the difficulty o£ persuadiug a woman, except of the 
lowest class, to sing before a man, and especially before a European, 
is almost; insuperable. Those I got were chiefly in the south, and 
from 'enlightened’ women, ’ ■ 

At Tri?androm I obtained ^ the song with which His Highness 
the present Maharajah of , Travancore is said to have^ been put to 
sleep as a child. 


Bau: 









Is, this sweet babe ” 

The bright crescent moon, or the charming flower of the lotus, 

The honey in a flower, or the lustre of the full moon, 

A pure coral gem, or the pleasant chatter of parrots, 

A dancing peacock, or a sweet singing bird, 

A bounding young deer, or a bright shining swan, 

A treasure from God, or the pet parrot in the hands of Isvari, 

The tender leaf of the ka^pa tree, or the fruit of my tree of fortune, 

A golden casket to enclose the jewel of my love, 

Hectar in my sight, or a light to dispel daitoess, 

The seed of my climbing fame, or a never-fading bright pearl, 

The brilliance of the sun to dispel all the gloom of misery, 

The Vedas in a casket, or the melodious vind, 

The lovely blossom put forth by the stout branch of my tree of enjoyment, 
A cluster of pichdha buds, or sugar-candy sweet on the tongue, 

The fragrance of musk, the best of all good, 

A breeze laden with the scent of flowers, or the essence of purest gold, 

A bowl of fresh milk, or of sweet smelling rose-water, 

The field of all virtue, or an abode of all duty, 

A cup of thirst-quenching cold water, or a sheltering shade, 

A never-failing malliha flower, or my own stored up wealth, 

The auspicious object of my gaze, or my most precious jewel, 

A stream of virtuous beauty, or an image of the youthful Krishna, 

The bright forehead mark of the goddess Lakshmi, 

Or, by the mercy of Padmanabha, is it the source of my future happiness, 
Is it, in this beautiful form, an Avatar of Krishna Himself? 

Tlie next five examples were obtained from a schoolmistress in 
Tanjore. 

2 The songstress wanted to accompany herself on the inevitable harmonium, 
until I pointed out that it wdu1|i be much in her way when she pulled the string 
of the cradle, and that the sound of it might prevent the baby from going to sleep. 
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BarSro. J=90. Phonogram. 




The go! - den nails no Ion - - ger move On 

rail. 



in thy era - - die bright . . with flowers Through 

the di - vi - - ded Ka - Te - ris meet I 


. . which my ba - - by’s era - - die swung; The 


raU. 



sun - ny hours I bring thee sleep, 1 rock thee and 

lay thee there down at His feet, At Sri - ran - ga 

song is sung ; my ship is borne Safe home, my 



sing thee to sleep On the wings of my me - lo - dies, . , 

ra - ja's feet Full sure of His ten - der care. . 

ship ' is borne Safe , . on the o « ceanof love. . . 


The rhythm of the first of these is obscure even on the phonograph; 
it was probably some J rbythm^ but the melody floated away so 
easily on a tempo rulato that it seems better to leave it barless. It 
is evidently a variant of Ex. 155. 

Mi Keshavuda. 100 Phonogram. 
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were gathered from an unmusical ayah on board the steamer; she 
lost her hey a good deal, and the songs were difficult to piece 
together. My interpreter could make nothing, of her particular 
dialect (of' Hindostani). Ex. 159 is evidently a distant variant of 
Ex. 156. The slide gave a wonderful ^ value ^ to the close and the 
half-close of Ex. 160. 

The three following are Maratha songs; the first two^ lullabies, 
and the third, an epithalamium. They were kindly sung to me by 
a Hindu lady in Calcutta. 

EamdBhlhly^ 

Adagio. J^SO, 


In A - yo - dhyhf the land of Icings, 
For the era - die is wrougM of goH, 
In the hand-hold of Kan - slial- y& 
Andtlie Bo* vis ‘ are strew - ing flowers 


It was Yish - mi*& 
And a Child there* 
Is the era - die 
From the high * est 


self 

That 

was 

horn 

on 

the 

lap 

of 

-in, 

cord, 

Of 

the 

whole 

world 

the 

Lord 

and 

And 

the 

cord 

is 

the 

thread 

of' 

heaven. 

And 

with 

each 

flower 

a 

bless - 

lag 


Kau - shahya. * tie babe sleep np > on my knee ! 

Mas • ter, sleeps Lit * tie babe sleep np * on my knee I 

Bod - ha * na,* Lit - tie babe sleep np - on my knee I 

on the Child. Lit - tie babe sleep up • on mj knee ! 

Nirgum^B^ lidUtly^ 



* doddesaes;, • Knowledge,. 

• The supeewe being— < without <3[ualifioa4ion 





Celestial carpenters liave fashioned thy cradle. My hand is tired of fulling 
the string. My throat is dry with singing. I cannot go about my work because 
my baby is not yet asleep. The cradle is covered with flowers, &c. 


Epithalamium. 


Andante. J • 92. 


O daugh-ter of BhI - ma, queen Ba-ma-ya-ntl, The 
rail. a tempo. 


hour is comej O bride of Na-la, the hour of yourwoo-ing, The 
w raU» ^ a tempo. 
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liour is oome, 0 daugli-tei* of Mags. 

In anotlier class, not exactly Folk-song because conscious nor Art- 
song because unsophisticated, are children's songs* The following 
were simg to . me at schools at Jhelnm in the PanJab. The boys 
ranged from ten to eighteen^ and one of those who sang was 
marriedt 

^ongs. 


There is no place like one’s own country. If you would know, ask the 
inhabitants* Ihe Bulbul knows. The wind blows purer there ; the water 
is clearer ; the very dust is an elixir. The name of our country refreshes 
us. Its mountains are higher than heaven. It is a garden of Idea. Every 
comer has deeds to tell. 



Children must not wear ornaments* There is a fear of losing person or 
property, [Boys as well as girls wear ornaments, and are not infrequently 
kidnapped and robbed, possibly even murdered to prevent detection.] How 
can parents be at ease when their eyes are constantly riveted on their 
children, watching their necks or wrists, 

d « m 
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No words obtainable. 

The following is a love song^ which the boy wonld not have 


Bimg before his father or elder brother for fear of being beaten: 

. 167 . 

f 




heart is throb - bingand aoh - • ingwith 


not here; May Shi » va's power de • fend my dear ! 
Girls^ 9ong. 


The song that women sing at marriage, speaking of the deterioration of 
women nowadays, how that they know nothing of the housewifely duties 
which made the name of SitS famous- 

In two particulars the Garhwali and Gurkha songs here given 
(Exs. 94-128 and 129-189) stand out from the rest. They were 
in true intonation ; the salient interval, the Thii'ds and Fourths, 
unmistakably *• just ^ And they are in transilient scales; even if 
the scale is complete the notes follow each other in such a way as 
clearly to show that the melodies have a pentatonic basis (cp. 

117 and 139), and it is probably correct to regard such hexatonie 
{^hadava) and lieptatonic {mnpurm) scales as ^ spoiled ^ forms of the 
pentatonic {odam)^ as in the more familiar Scotch songs. 
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The Gurkhas are Mongolians of Nepal, and the Garhwalis one 
of many Indian tribes of the Himalaya, and their use of this 
odava scale differs. The typical Gurkha form is GA— CDE (Exs. 
129, 180, 137, pl^l; and Ex. 185 authentic). The typical 
GarhwElI form is GA — CDE (Exs. 94—7, 103, 107—9, &e.), though 
there are instances also with C (Exs. 110, 137), D (Ex. 103), 
and E (Exs. 99, 123) for tonic. The Gurkha use is what the books 
represent as the typical Chinese scale ; and it seems not impossible 
that the Garhwall melodies present the form which that scale took 
on Indian lips, and that the transilient element of Indian song comes 
from the East (see Chapter IV). 

The harmonic basis of this scale is of course the Fourth, and 
a melody is a succession of partly filled Fourths; the backbone 
of the song, what gives it its strength, is this leap of a Fourth 
through a passage note. In the Gurkha songs this passage note is 
adjacent to the lower note of the tetrachord. 



in the GarhwEll to the upper 



,and this makes their general character very different. The passage 
note cleaves to the sound which is being left, not to the one which 
is being approached. We may see this in the melodic figure so 
common in the Cinq^uecentists 



for instance, in the close of Palestrina’s Motet, Trihm Miraeulitt 
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That it should do so is natural because the leap o£ a Fourth is 
a leap to the known through the unknown, and the ^ unknown ^ is 
taken primarilj as a melodic, i*e. an adjacent interval. Hence 
the 'Garhwali figure, even though taken in ascent, is essentially 
a falling figure, and the Gurkha, even in descent, essentially a 
rising one; and. the character of the latter is accordingly more 
Jovial and exhilarating. Added to this there is in the^ Gurkha 
songs a strong' rhythm, recalling the -Scotch ^Jerk\ and an ab- 
sence of complicated cross-rhythm. 

As we are upon the subject, another very common way of filling 
the tetrachord may be mentioned 



There do not happen to be any instances of it in these chapters, but 
the scale which is taught to children as the 'easiest^ is composed 
of two such phrases, and there is no doubt that it is a favourite and 
most characteristic locution. It has the appearance of being a 
transilient passage from G to C, but the origin is probably a different 
one; it will be discussed in Chapter IV. 

A natural result of f transHience ^ is the tendency to buiid bannonic 
phrases 

Ex. 115. M. 117. 



otherwise rare in Indian song; Exs. 115 and 99, indeed, get very 
near to implying a definite change of harmony, which would be 
quite foreign to the spirit of the music as a whole (cp, also Ex. 43). 
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Imitation at different levels may be seen in Exs. 117, 140, 141, 
142 163. Cross-rhythm occurs in Ex^ 161 where the ir me 
wavers between two bars of 5 which suits the words of the first and 
third stanxas, and three bars of 3 which suits those of the others : 
a device of frequent employment m the cadences of Handel s tmia. 
Another instance is in Ex. 167 where the 'throbbing and aching 
is to be accented as triplets, but in strict time, not ‘three in the 
time of two’, giving a pleasurable shock analogous to that felt at 

the b^inning of Brahms’s third Symphony. 

The Indian may be disposed to think these melodies too trivial 
to be dignified by the name of song; he wiU say his art begins 
where these stop, and will hardly recognize in them any of the 
real spirit of his music. The European may protest that they 
are too fragmentary to be of real use, and that there are too many 
gaps in the information about the occasion and the subject of each. 
Both charges are justified ; but the object has been not so much to 
present complete and finished specimens, as to get close down upon 
those natural instincts of song-makers which, when followed out in 
the domain of art, cause their music to take one form rather than 
another ; to get behind the conventions, of which all art is full, to 
the things themselves of which those conventions are the outcome. 






CHAPTER III 


LEGEND, HISTOEY, AND THE PEESENT DAY 

‘It is the most distant conrse that comes 
nearest to Thyself 5 and that training is the ' 
most intricate which leads to the otter sim 
plicity of a tone.’— Tagore. 

The Indian does not make or read histories^ and does not appre 
ciate the value of chronological record. It is the custom to smile 
at this ; but it would he well to understand his point of view first. 
A whole people is not generally mistaken about its real needs. 

In the first place, Brahman philosophy draws no real distinction 
between what a thing and what it ^ signifies ^ Time and 
place, so integral a part for the "Western of what a thing is, are 
for the Hindu accidents, not essentials. It is not that he cannot 
conceive or manipulate their divisions j astronomy, for instance, has 
been one of his strong points ; but that they do not, for him, add 
to the significance nor therefore to the nature of the phenomenon. 

Secondly, whereas chronologically ordered history enables us to 
compare the present of a nation with its past and so to predict its 
future, and to compare one nation at a given moment with another, 
neither of these motives appeals to the Hindu. His past is like his 
present and throws httle light upon it. If we look at the sculpture 
of a thousand years ago from Ellora, or the painting from Ajanta, 
or the carvings of Amravati and Sanchi another thousand years 
earlier, we see the same mothers carrying babies on their hips, the 
same graceful little movements of the hands, the same methods of 
grinding corn, the same kinds and shapes of musical instruments, 
the same antimony for the same almond-shaped eyes, the same 
dress, the same symbols of rank. Life in Europe during such 
space of time has been subject to gusts of fashion or revolution, 
and we have looked up between the whirlwinds and gratefully 
murmured ^ e pur si muove^ We thank God that we look before 
and after; the Indian contemns mushroom growths, and thinks 
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methods of such recent origin and subject to such constant change 
hardly worth the trouble of acquiring. 

And it does not interest him to compare one nation with another, 
or to take a side in or strike a balance between competing activities. 
His life is in the family rather than the state, in idea rather than 
fact, in the soul rather than the mind. His knowledge is of revela** 
tion more than of science; his truth contemplative rather than 
practical. Compromise is for him not so much the wedia which 
emerges from the battle of two forces, as the philosophic calm which 
without despair can hold in solution two diametrically opposed 
Statements. 

Lastly, he is like Macaulay's Puritan, the man of a book. That 
he believes in his Madras may be argued from the surprising 
number of cases in which he is prepared to undergo incon- 
venience and unpleasantness in deference to them. That, further, 
he believes them may be se^n from the way in which the typically 
Indian mind turns, courteously but peremptorily, from any attempt 
to impugn them. 

For such reasons as these, and possibly others, the one conspicuous 
gap in an Indian library is the history shelf. We find it natural, 
therefore, in the Hindu to ascribe remote antiquity^ — in point of fact, 
eternity— to his earliest memories. He does not know any author 
for his Vedas, but speaks of such and such a MkU being allowed 
to ‘hear' them the last time they were revealed. He does not 
discriminate between one antiquity and another, or take much 
interest in the development of ideas, for all development is poten- 
tially included in the original revelation, which was either * heard ^ 
(4ruti) or * remembered ’ (smrti) by the human agency to whom its 
record was entrusted. Thus he holds that four Vedas have existed 
from all time, although the Buddhist Jdtakas^ never speak of more 
than three. / And what concerns us more particularly here, the 
Ndti/aidstra (circ. a. n. 500), the RatndJcara (1220?), the Edgavi- 
hodha (1609), the SangUa Darpana (1625?), and Parijdta (early 
eighteenth century) are all quoted as * scriptures ' of practically equal 
value ; while the undated Edradaiikm^ whose system shows a con- 
siderable advance on that of £he Natya^detra^ is held, apparently on 
the strength of its name alone, to have been put forth by that 
mythical sage himself. 

* Circ, 800 B. c. Stories of the former incarnations of the Bud^iha. 
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Liqenb 

Oa the shore of this eternal past He fragments of the liYing'rocI: 
rounded into pebbles. History’s m ihai^ de ^eiSai is, denied iis;; 
bat in the legends we may gather some impression of what the 
reflectiFe mind made of the daily happenings of the life around it. 

,^ Onee .npoii a time the great anchorite Narada thought within himself 
he had mastered the whole art and science of music. To curb his pride the 
all-knowing Tishnii took him to visit the abode of the gods. They entered 
a spacious baiiding the inmates of which were nnmerons men and women, 
who were all weeping over their broken limbs. Yishnn stopped short and 
inquired of them the reason of their lamentation. They answered that they 
were the Mags and Raginis of mnsic, created by Mahadeva ; but as one 
anchorite of the name of Narada, ignorant of the true knowledge of music 
and unskilful in performance, had sung them recklessly, their features were 
distorted and their limbs broken, and that unless MahSdeva or some other 
discreet and skilful person would sing them properly, there was slender 
hope of their ever being restored to their former state of body. NSrada, 
ashamed, kneeled down before Vishnu and asked to be forgiven.’ 

So an unnamed Indian treating of undatable personages writes 
history and criticism in one. Believe, he says, in the divinity of 
the elements of your art, and know that yonr carelessness and 
Ignorance will maim them, and yon will not murder a song j and 
it may be doubted whether the well-weighed epithets and refined 
distinctions of musical 'appreciations^ do the thing any better, or 
indeed achieve their object so well. 

With Narada, the RuM who first * heard ^ the laws of music, are 
associated Tumburu, the first singer, and Bharata, the first to draw 
up rules for the drama, of which music formed a large part. Of 
Tumburu it is said that he increased the scale in which the Sdma* 
veda was chanted from five notes to six or seven. The treatise 
which purports to record the doctrines of NSrada, the Ndrai&iihdy 
is probably of late date ^ and gives no clue whatever to the achieve- 
ment of the Narada of legend. The treatise which bears the name 
of Bha»t», Ndfyaiddra^ h similarly an eponym. One or other 
of these three names appears probably in every book on music that 
has been written, and the existence of the authors is held, though 
in complete absence of any specific doctrine attributed to them, as 
a pious belief j the belief is equal to that which the Greeks pio- 

: v.i' Btageuf wMob it describes is identical witb that referred tc in': 

tbe the text of wbieh may be dated ciro. 1000 (see p. 62). 
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festeedia Olymps aad Tbamyris^ the latter of whom some greatly 
daring philologist has, connected with Tmnbnra, and the piety is 
so'mething more than that which we accord to JiihaL The iocus 
ekmmm for this psthnmons fame is in Dandin^s MrccMiaiiM (sixth 
century a. b.)^ where a servant says ; 

wish every one to take notice that the harder it rains the more 
thoronghly do I get ducked, and the' colder the wind blows down my back 
the more do my limbs shiver* A pretty situation for a man of my talentB-— - 
,for one who can play the flute with seven holes and th% with seven 
strings, can sing like a jackass, and who acknowledges no musical superior 
except perhaps Tumburu and Narada.’ 

' The musical inhabitants of Indra^s heaven were Gandharvas/ 
Apsarasas, Kinnaras, and Naras. The original Glndharva^ in the 
singular, dwelt in the fathomless space of air and stood erect on the 
vault of heaven. He was the guardian of the nectar of the gods 
In later Vedic books the Gandharvas^ are many, and 
espouse the Apsarasas, whose name describes them as * moving in 
the waters’ (sc. of the clouds). In still later Vedas these frequent 
the earth, and inhabit especially trees ; their mission from Indra is 
to blunt the edge of human virtue which else, through abstinence 
and prayer, had grown too overweening ,• and one of them, Urvali, 
who hovers thus between earth and heaven, is the heroine of 
Kalidasa^s FihamrvaSi (Mth century). The Kinnaras and Naras, 
pssibly the same, are classed with the Gsndharvas as celestial 
musicians. Their name ® implies a superhuman form, said to have 
been a man^s body with a horse^s head. In company with them 
appear, in the GSndhara sculptures and elsewhere, Nagas (snakes) 
with musical instruments, whose melodies are represented as coiling 
themselves about the hearts of men. 

But music in its highest, most emblematic form moves to the 
sound of Krishna^s flute {murall) and dances to the pulsations of 
Shiva^s drum (damaru)^ With Shiva, who enters the celestial 

^ An etymological connexion between Gftndharvas (who, besides being 
musicians, had to do with horses) and Centaurs (of whom Cheiron is said to 
have been a musician) is not impossible. 

* In the second book of the BSMyana there are summoned to Bharadv5ja's 
Tfeast the Q&ndharvas, H&ha, HuhU, and * the sweet ’ Yij§y&vasu, and the Apsa- 
xftsas Alumhusa, Ghrt&chl, YiiivfichS, Hemfi, BMma, and l?agadant&, with 
^mburu Ho lead the strain*. Alambusa is the'Apsarasa chosen out of 
’25,000,000 handmaids to * make a breach in the virtue ’ of a Brahman of Kasi. 

» *what sort of man?’ ^ See Chap. IX, UdM&koi. 
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Detail from a picture of the Surrender of Kandahar in the collection 
of Sitaram Lai of Benares. Seventeenth century. 
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Merarchy in the Brabinaaas and wrests the snpremaey from Indra 
and Brahma, enters too the eternal becoming and ceasing to be o£ 
eYoIntion, and to the woven rhythms of his dance the whole creation ' 
moves. ^ And in the, Rimayana it is Krishna sporting with his 
Gopis ^ qni fait le monde ^ la ronde 

In Hindu legend other instruments can scarcely be heard for the 
din of the drum, It beats the night watches, heralds proclamations, 
and preludes the sentence of , death. Poras (Pnmsha) .posts the 
drummers with the infantry and archers behind the elephants,, who 
are accustomed io the sound and not in the least alarmed by it^;^ 
and Dionysos in his turn uses cymbals and drums instead of ■ 
trampets in making signals, in order to deceive the Indians.^ A 
king of Kanauj progresses accompanied by several hundred men 
with ^Iden drams, called rmusic-paee-drams^, beating one stroke 
tO' each step.^ Of another it is said ^When king Devanampriya 
practises righteousness the call of his dram (Mm) has become 
a summons not to war but to righteousness There are many 
allusions to the ^ five great sounds* {panca maM 4aMd), an honour 
conferred by kings on the greatest of their servants, in which the 
drum {ndgara^ tammata^ damaruka) is associated with various forms 
of horn, gong, and cymbal. These were ^sounded in front of a chariot 
which is occupied, but behind one which contains no occupant. 
The car went solemnly round the palace and up the kettledrum 
road. They sounded the hundreds of instruments — it was like the 
noise of the sea/ ® Brahmadatta finds a mountain hermit who is 
annoyed by elephants, and presents him with a dram : ‘ if you beat 
upon this side your enemies will run away, if upon that they will 
become your firm friends.^® The following remunerations are 
interesting : — ^ One mattar for the sacrificial vessel, two to the horn- 
blower, four to each of the five courtesans of the temple, twelve to 
the skilful Pollama who built the temple, and fourteen to the 
drummer.’ ^ 

In the Tamil Pura^Ndnnuru (first centuries a. b.) the dram, kept 

^ Quintus Curtius, 1st cent. a. n. ® Folyainos, 2nd cent. a. 

® Hiouen Tsang, a.i), 629. 

* Asokan inscription (circ, 250 B. o.}, Western India. 

‘ BiahAjanaka Jataka» 

® Jataka, bk. ii. ’ Canarese inscription, a. n. 975. 
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ia every chieftain’s palace, was treated almost as a lesser divinity.^ 
It reposed on a luxurious couch, was constantly cleaned, rubbed 
wiih perfumed, earth, and garlanded. When used as the prelude 
to one of the' ruler’s proclamations it was carried on an elephaiit.i 
The poet, No^ikaranar, relates how one day he had wandered into 
the, courtyard of the palace and saw, the ornamented and cushioned 
couch on which the royal drums were usually placed. The drains 
had gone to be cleaned and anointed, and he threw himself on the 
unoccupied couch and fell fast asleep. ■ The king came by with his 
courtiers who expected to see the intruder meet with condign 
punishment. But the king took up a fan and cooled the sleeper’s 
forehead with it till he awoke ; and the poet’s comment is : 

Surely ’twas not to win applause from earthly bards 
But that tbe deed might echo loud in higher worlds. 

With the drum {dundubhi) oi the Vedas are mentioned the flute 
{vdm\ which is heard in the abode of Yama (death), the lute {mnxi), 
often called / seven-stringed ’ {saptatantn)^^ which, in the Sutras, is 
played at the sacrifice to the Manes, and the cymbals {aghata^ lit. 
something struck), to accompany the dance. 

In spite of the fame conferred upon it by Krishna’s performance 
among his Gopis, the flute seems to fade out of Indian music ; at 
least there are few references to it, and it is seldom to be heard 
nowadays. Perhaps its mellow tone is not of the kind which 
appeals to Indian ears; at any rate the shahmi and naga%mam 
(both reeds) which have ousted it are stridently nasal; and the 
buzzing of the fambura strings, effected by the insertion of a piece 
of silk (jivala), the jingling of the fifth string of the satar^ called 
lamz, and made, for this very purpose, of twisted brass, and most 
of all the nasal tone of voice which is deliberately cultivated for 
singing, seem to show that so mild a sound as that of the flute- 
tribe is not thought to be piquant enough. 

To the itm, the national instrument, there are so many references, 
both direct and allusive, that it is difiicult to choose. Perhaps one 
story, from the Jatakas, will be enough, A feeble musician, 
Musila of Ujjain, whose music on the %%na was ^like scratching on 
a mat’, came to learn of Guttila of Banaras (the Bodhisatta m an 

^ See also Macdonell, SawMi LUeratun, p. 1^00. 

* Cf. Pm<WB heptatonos phorminx. The modem instrument also haasoTen, four 
on the fingerboard, three as the drone. 


Mughal drawing, seventeenth century, of a bin-player, from 
an original in the collection of G. N. Tagore. 
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earlier birtM). Gnttila^s" pareD.ts whm they heard Mm said, * Shoo ! 
Shoo ! the rats are gnawing the vim to pieces/ Gnttila who, as 
Bodhisatta, was ^ skilled in discerning from the lineaments o£ the 
body ^ said, ^ Go, my son, this art is not for you/ But MusOa got 
his way ; and Guttila Bodhisatta, who did not stint his know- 
ledge at last pronounced his pupil perfect. Musila pressed to be 
taken into' the king^s service. This was done ; but the king 
awarded Guttila twice as much as his pupil. Musila protested, and 
forced matters to a contest, of which proclamation was made to 
tuck of dram. ' The Bodhisatta reflected that he was old, and that 
* if he beats me, death in the woods is better than the shame which 
will be my portion So to the woods he went ; but ^ kept returning 
through fear of death, and going back to the wood for fear of 
shame % so that ^ the grass died as he walked and his feet wore 
away a path In his trouble Sakka, the king of the gods, appeared. 
Guttila was to break, in the contest, one string after another, 
beginning at the ‘ beestring and the music should be as good as 
before. ® Then you shall go on playing with nothing but the body ; 
and from the ends of the broken strings the sound shall go forth 
and fill all the land of Banaras for the space of twelve leagues/ 
All happened as was foretold, and the scholar, beaten out of the 
field, was stoned and tom in pieces by the populace. 

The rest of the picture is filled with horns (irin^a), conchs (SanMa), 
gongs (jaya^kinta, lit. bell of victory), cymbals (jallalt), pipes 
\hnfal\ and various other instruments not identified. We get 
a glimpse of the scale on which ecclesiastical music was planned 
from an inscription (a.I). 1051) on the EajarEjesvara temple at 
Tanjore: 

‘Apart from, the priests the following musicians and attendants are to 
have a daily allowance for the recitation of the Tiruppadiyam (a form of 
service) calculated in shares of 3 haruni of paddy, as follows : 


Sumher 

Shares 

me, 

Oeohestra. 

imployed. 


m 

'-5' 

Men ‘engaged in drumming \ 

m 

‘75 

Musicians. 

1 

1*0 

Large drum. 

1 

10 

Small drum. 

2 

1-0 

Large drums (&o^i moMalam), 

48 

1-0 

Musicians. 


,1*5 

Small drums 



Hpe players {mngiyam ) , 

2 


FIimS players. 
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Mumber 

employed, 

4 
3 

5 


10 

7 

8 

5 

400 

6 


Shares 

each,, 

Title, 

Choxe, 

10 

Singers (Tamil). 

1*5 

Singers (Sanskrit). 

1-5 

Singers (male). 

Others. 

•4 

Parasol holders. 

•5 

Lamplighters. 

1-0 

Clerks. 

1-0 

Heralds. 

1*0 

Dancing* girls. 

1.5 

Dancing masters- 

2*0 

Female superintendeiits. 

2*0 

Accountants. 

KoT ASCBBTAI5ABLE. 

1*5 

? 

1*5 

? 

2*0 

? 


About music and dancing there are two views, the puritan and 
the utilitarian. In the Jmglta, among the ‘ actions of the quality or 
passion ’ and ranked with the sins prohibited in the Ten Command- 
ments are ‘devotion to dancing, and instrumental or vocal music . 
And in the laws of Mann/ ' a student of the Veda must . . .avoid 
ointments, collyrium for the eyes, shoes, carrying an umbrella ; 
lust, anger, and greed, dancing, and music’: and again, ‘the sound 
of the Samaveda, which is said to belong to the Manes, is impure. 
In Canakya’s ArthaiSMra (‘Politics’),® on the other hand, song, 
instrumental music, recitation, dancing, acting, writing, playing on 
the flute {vmu), and drum (wrdaMya), knowing the mind ot 
others’ making scents, and garlands, shampooing, employmg aEunng 
words— those who know all these and can teach them to courtesans 
and actors should be provided with livelihood by the state.’ 

The power of song is a favourite theme ,• here is the story oi the 
Indian Arion. The minstrel Sagga in search of Queen Sussondi 
came across certain merchants of Bharukachha (Broach) who were 
setting sail for the golden land. He said, ‘ I am a minstrel {maga^). 
If you will remit my passage money I will be your minstrel.’ They 
agreed. When the ship had set sail they called to him to make 
music for them. ‘I would make music,’ he said, ‘but the fish 
would be so excited that your vessel would be wrecked.’ ‘ Fish , 

I Circ. A.i>. 200, ^ 

s A strict Bralxman purifies himself after seeing a dead pedy. 

» Circ, 400 b. c. 
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they saidj' will aot be disturbed by what mortals do. Play on.* 
Then tuniug his lute and keeping perfect harmony between the 
words of' his song and the accompaniment of the lute-string he 
made music for them. 'The fish were maddened, and a certain sea- 
monster leaping up upon the ship broke it in two. 

' And again, purity of singing. A hunter of Baniras captured in 
the ;Himalaya a brace, oi Mnes (Mmara), ■ ' He presented them to 
, the , king, who said, ^ Hunter, what kind of creatures (iim'-mm) 
are these ^'My lord, these can sing with a honey Toice, they 
dance delightfully^* no man can dance or sing as they can/ ' The 
king bestowed great reward on the hunter and commanded the 
fairies to sing and dance. But they thought, ^ If we are not able to 
convey the full sense, of our song, the song will be a failure, they 
will abuse and hurt us; and then, again, those who speak much, 
speak falsely/ So for fear of some falsehood or other they neither 
sang nor danced. Then the king said, ^ Kill these creatures and 
cook them and serve them up to me, one for supper and the other 
for breakfast/ Then the fairy dame thought within herself, ^ Now 
the king is angry, without doubt he will kill us. Now is the time 
to speak ^ ; and she sang : 

A hundred tbousand ditties sung all wrong 
All are not worth a tithe of one good song. 

To sing ill is a crimej and this is why 
The seemingfoolish fairy would not try. 

Then the king commanded to let her go, but to have the ether one 
cooked for to-morrow’s breakfast. But the other fairy thought, 
1 hold my tongue surely the king will kill me; now is the time 
,to speak and ' he, recited a couple of ,stanzaB to make it clear that 

they had been silent not from unwillingness to obey the king’s 
word, but because they saw that speaking would be a mistake. And 
the king ssdd, He speaks the truth ; ^tis a sapient fairy/ And he 
had the two femes put in a golden cage, and sending for the hunts- 
man made him, set them free in the same place where he had caught 
them/, ■■ 

A fine appreciation of good singing is to be found in the MrecM’^ 
mUM (mrth caatuiy). Two friends have just come from a concert ; 
^Excellent, excellent indeed; Eebhila sang most excellently. 

^ This and otlier stories from tlie Mt&k& are takeu from Prof. EL B. CowolFs 
translatioiis. Cambridge Uiiiversity Bress, 1005. 
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' Smootli and sweet were the tones, articulate, full of emotion,' 
delicate and mind-pleasing. What do I say ? Some girl seemed 
to be . hidden in the sounds. I can hear him still; his notes are 
well-ordered,^ his song is soft, and the sound of the strings of the 
vtm is in tune with the voice. The upper notes which are intro- 
duced into the middle of the rise and fall of the Aria have a soft 
close.^ He sings it as easily as a child plays, with a toy. . Although' 
the music is finished, I seem still to hear it as I move/ 

And this scene is relieved by one in Kalidasa’s MdhviMgnimitfa 
(fifth century) of a mediocre performance, where two musicians are 
rivals, and one brings forward a pupil who performs a great feat in 
singing — a piece in four-time {cafnrpada vast%) and Andante {madhya 
layd) — ^the * young lady of Rio in fact, fifteen centuries ago. 

Pedants are dealt with in the Pancatantra (fifth century) in the 
story of the musical ass, who gets out at night into the cucumber 
fields and joins tbe jackal in hedge breaking and other delights. 
Waxing fat and kicking, his joy takes a vocal form, and he asks 
the jackal in what Bag he shall sing. ^ Why sing at all ? ^ said the 
jackal ; ^ people with coughs don^t steal. Besides, your voice is about 

as good as '’^What? I don^t know how to sing? Listen 

'^to the theory of it. There are seven notes {svard)^ three scales 
(grama), twenty-one modes (murcAam), forty-nine melodic figures 
(tana), three time units (mdtrd), three tempi (laya), three voice 
registers {Bthdna), six ways of singing (dsydni, lit. mouths), nine 
emotions (ra%a), thirty-six rdg% (varpna), forty languages (bMsa), 
This sort of singing when well performed embraces all the 185 (?) 
parts of song.’ ^My friend/ said the jackal, ^if you must have 
your way I will take up my position at the gate and look out for 
the farmer and his boy.* They were not long in coming, and the 
musician learnt what it was to be an ass. 

The mass of legend relating to music, of which this is a mere 
handful, does not perhaps prove anything very definite about the 
state of the art in past times. But we get, in reading, an im- 
pression that wherever we look the attitude of the writers and the 
storytellers towards song and instrument, towards the purpose of 
music and the general practice of musicians, has for a long time 

^ Sankrama ; ealculated to display tbe Edga. 

® He ia speaking of tbe return from tbe Antara to tb© Astsi see chapter m% 
Fonia* 
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past been Hwicli wbat it is' now : and if datable docninents were to 
come to light stowing ttat mnsie, in the form in which we read of 
it m existed' many centuries before his time we should not 

be at all surprised. 

Histoey 

And now, leaving legend, the first musician we meet with who 
is anything more than a name k Jayadeva (circ. a.b. 1100) the ■■ 
author of the , Gita Govinda. He was a native of Kindavilva in 
Bengal. He assigns to each of his poems a definite and 
which are named after the Bengali fashion*. There is no musical 
notation ; and it is open to any musician, now as then, to make or 
mar them by his treatment. In a poem of such delicate texture 
as the Gita Govinda the musical scheme conld hardly fail to he 
a thonghtfnl one. The names of Rag and Tdl which wonld be full 
of association to a Bengali may connote little to ns,* but we may 
see from the mere titles how they have been used as an element in 
the design. The song of ^one of Radha^s maidens’ in praise of 
love with which the Gita begins is echoed by the ^ Hymen o 
Hymenaee* at the close j both are in Rag V amnia and Tdl laiL 
The voice of one ^fair, but not so fair as Radha’ consoles and 
breathes hope which finds its fulfilment in Rsdha’s triumphant 
song of reconciliation {Ramagiri; Tati). The slighted RSdha and 
the flouted Krishna utter their Sorrows in the same accents, and 
in these accents they afterwards forget them {Gu)jjari ; Taiij. 
Krishna’s assuring message is met by Radha’s jealousy; and the 
messenger, who is persuading her to relent, draws forth only a 
pitiful plaint over his neglect, to which the ^chorus’ gives a new 
turn after Krishna’s home coming {JDeahivarddi ^ Rngaka), Again, 
Rldha rebukes Krishna in the moving tones of Bhaitamy and his 
answer, when she has yielded, is in the ecstasy of BihJim^ 

Akhar, late sixteenih century, is reported to have loved music as 
much as Aurungzeb, late seventeenth, hated it. He is said to have 
been a good player on the Naqqdrah (a drum, used in pairs) and to 
have composed more than two hundred melodies* He invited Miyan 
Tansen the pupil of Haridas Swami from the court of Rajah RSm 

^ The are 'Guiqjari, BesMvara^^ M&lava,.. Bnairavi, Eiro^ri, lislava- 
gan^, Kamata, BeshSga, 0oiidakirl, Vasanla, Varadi; and the Wk Yati, 
Kupaka, Ekatali, and Astatali. They are given here in the order of frequency^, 
of oocnrrenoe for the seventeen songs. 


0 a 
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of Baghelkhand, and loaded him with honours , and gold. The 
Mohammedan Am-i-ABari says of .Tansen, ^ % singer like Mm has 
mot been in India for the, last thousand years/, The Hindus^ how- 
ever^ hold him principally responsible for the deterioration of Hindu 
music. He is said to have falsified the and two, Hindol and 
Megh, of the original six have disappeared since, his time. 

Of Tyagayyar or Tyagaraja or Thiaga lyar of Tanjore .(early 
nineteenth century) more is known. , He was revered by Ms con- 
temporaries as a- perfectly sincere and selfless man; he was an 
ascetic in the original sense of the word, one who /prepared^ Ms 
heart for the reception of truth. In Mudaliar CEinnaswamfs 
Oriental Music sixty of Ms songs (An^) are printed in staff 
notation, accompanied by adequate indications of scale, time, and 
tempo. There is a list also of eight hundred more, and this is 
probably not exhaustive. They are all in Telugu, the most musical 
language of the south, as Bengali is of the north; . They exhibit 
considerable sense of balance, as may be seen from the structure of 
the song, Ex. 379. They refrain from abusing the ear with ex- 
cessive compass, and eschew cheap contrasts, both of which are to 
be found in the compositions of less able musicians. He signs his 
songs ; that is to say, he ends them with words such as ^ This is the 
last counsel of Tyagaraja ^ or ^ You who are the treasure of Tyaga- 
rSja^s heart \ 

This is a common practice in the mediaeval songs of Germany, 
and may be compared with Dufay's signature ^Karissime Dufay 

vous en prye ^ or occasionally ^ Du M--g= y”. and with Palestrina's 
incorporation of the titles of the 119th Psalm (Aleph, Beth, &c.) 
into Ms Lamentations. Two of the syllables of Tyagaraja^s name 
(ga-ra) would have admitted of the same treatment; but there is 
no instance of Ms adopting it. It was also a practice of his time 
to set the syllables of the song to the notes which they name/ as 
as in the example quoted by Day, p. 72 : 



Sa - ra-sa sa-ma-muk-ha Pa- ra JMa-Ya Jfa, &c. 


and the Indian form of ^ Ut queant laxis ^ is (putting Ea, Ei, Eu 
for Db, D, Djf, and Ga, Gi, Gu for Ebb, Eb, E, and so on) : 

^ These are called SmtiSMara's (note-syllaMes). 
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Bigwa 

Tftlam Matya*^ , (4-t* 2 -f-^) . 



pa-ri-fA -■ la-ysmlm* 


, But the practice does^ not appear to have :attraetioiis for Tyaga- 
nja ; lie resists them at any rate in a song heginning 
a word which would have suggested fonr notes of the scale«^ Neither 
does he seem to be particularly in love with Sf^arm* 8mm in the 
South, Sargam (ie, Sa, Ei, Ga, Ma) in the North, means a rapid 
pa«age in which the notes are snug to the sol-fa names instead of 
to woids as an amusing feat of skill It takes the place of onr 
cadenza, and like that was occasionally added by another hand. 
8mra^ occur in only four of his sixty songs. 

There is a pretty story about Tyagaiaja'^ s meeting with * Shatksla ^ 
Govinda MarSr, a fine musician of Travancore. SkaikoM means 
* six-time*, and ^time ^ is here used in the sense of ^ diminutions 
i, e. that a piece that had been in crotchets was now sung in quavers ; 
and the point is that he could ^diminish* six times over, i.e, begin 
with Ms theme in semibreves and end with it in semi-demi-semi- 
qiiavers. He used to sing to a Tmmhnm with seven strings — the 
ordinary Tamhura has only four; and tMs instrument seems to 
have been a sort of bow of Ulysses to inferior singers; in token of 
which, apparently, it was adorned with a flag. They met at Tya- 
garija’s house at Tiravaiyyar near Tanjore in 1843, where the 
* B, A, 0, H, to he acmirato. 
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great man was sitting with his disciples. Marar, after listening to 
the discipH expressed a wish to hear Tyagaraja himself. . " Who is 
the man^, said Tyagarija in Telugn, ‘that can me to sing?’ 
Apparently the audience were to hear him only when he sang of 
his owH' accord. He asked who was the man, pointing to Mlfur, 
who sat with a flagged. Tdmhura in his hand| and was told that 
M^ar could sing a little. A Pallavi was then sung round, and 
when it came to Govinda Marar s turn the other instruments had 
to be laid aside and his Tdmbura only used, so high was the pitch of 
the music. He sang it in Shatkdla, and Tyagaraja, after remon- 
strating with the understatement of Mai^r^s powers, improvised on 
the spot a song in the Rag am ^ which is the Rag am sung at the 
olose of performances, of which the burden was, ‘ There are many 
great men in the world, and I respect them all.’ This contrasts 
well with the many stories there are of professional Jealousy, which 
are too unlovely to repeat here. 

The Present Day 

A few notes may be added upon so much of the present-day 
music as a hurried traveller might hope to hear. In a land not 
blessed with concert advertisements or concert notices, it is diflSicult 
for a stranger in the first place to find the best music, and in the 
second to know what the inhabitants themselves think of it. He 
can only remember with gratitude some of the good things it was 
his fortune to hear. There was some beautiful z;««a-p]aymg at 
Mysore, where the general standard is high. The crisp and 
expressive touch and imaginative improvisation of Subbanna con- 
trasted well with the smooth tones and solid technique and exact 
intonation of Seshanna, of whom it was said that he could ‘ put 
Sabbanna in his pocket and shake him about’, a criticism the truth of 
which I was not in a position to gauge. They got by heart at my 
dictation ‘Ye banks and braes’, selected because it is in the 
Mohmnd Bdgam^ and were to improvise upon it next day, when 
a concourse assembled to hear the result. They quite entered into 
spirit of the thing 5 Subbanna played the tune more as if he 
cared for it; Seshanna produced the more ingenious variations. 
Aftowards they played the following in unison with the utmost 
mMxmj t 
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Eagam Motianiia (Mg Blii:ipkalian), TSlam Adi, 
J « 120, AUegrettQ, cantaMe» 
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Eamachandm of Trivandrum, who, was suffering. from rheumatism, 
could not play for long together. He had the expressiveness of 
Subbanna without Ms invention, and the smoothness of Seshanna 
without his execution. He used the lower strings more than' either 
of them; his fingers went down firmly on the strings and gave 
a clear and precise tone. His favourite ^ grace ’ was the ^ Slide \ 
whereas Seshanna’s was the ^ Deflect 
Next to the expressive tlm Qomes the dignified rnTbahar^ which 
I heard only in Calcutta, where it was played by Sourendro Banerji. 
Its lower strings, which are freely used, have to be struck hard in 
order to produce the after effect oi gamak 

1I3C. 
i74«. 



which is a favourite opening; and this gave it a rather ponderous 
sound. Its frets are hut. slightly, it at all, moved ; and there are 
no * settings^ [that) for the different modes as on the mtdn Con- 
sequently much more is left to be done by especially the 

* Deflect ^ [mlTid, called in Bengal mlrh)^ and this contributes to its 
grave and dignified tone. There is also a mandolin stroke, double, 
with the forefinger and little finger each armed with a plectrum 
{muTob), which, though no less irritating as a continuance than the 
mandolin itself, provides a good occasional contrast. Banerji was 
fond of contrasting his gamakked and his fretted note, as a violinist 
likes to contrast his open and his stopped E. The chanterelle is 
away from the player^s body, i. e. nearest his fingers (it is the other 
way on the vlnd), and this seemed to give better opportunity for the 
Deflect. Altogether there was much more mystery in the sound 
of this mstrament than in that of the rather commonplace midr or 

^ See Chapter VII. 
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the thiii4oned 'North'Iiidi^^ althotigli I certainly .did not' hear 
these'aowel .handled* 

Good drumming is commoner, perhaps, than- any other form of 
music. It is said to^ take ' a lifetime to become a good drummer, 
but. the eompamtiTe failures manage to gire much pleasure. ' The 
most interesting exponents of this art I heard at- Trivandrum. One 
was a boy of seven who had won a medal at Ernakulam for his skill, 
and who played' on a drum bound with silver. He played with great 
solemnity, with funny little poses of the head to- right or' left as if 
he were thinking of anything else hut what he was giving his whole 
attention to. His dramming was in the ^ new ■ style \ which ' 
seemed to consist of flurry, silence, . flurry, silence. After his per- 
formance he went to sleep during the rest "of the music, and was 
ordered off to go and play in the verandah. The other was a man 
of sixty, Somaji Bhagavatar, who- ranks with Eamachandra as 
a, foremost musician. He was most careful about the tuning of his 
Mfdangam (in two F^s like the Scherzo of the Ninth Symphony, 
but an octave higher). The upper F (right hand end) was adjusted 
by wedge and hammer, and gave the most trouble; the lower, on 
the left, by application of more or less flour and water to form the 
karane (Hindostam a/^»). There were no antics; it was all pure 
drumming. A good deal of it was a quiet tapping of the time 
with the forefinger of the left hand; then little points appeared, 
and a climax, and a solo or two, and the general effect was that of 
reserve power. 

The difference between Mohammedan and Hindu singing is more 
easily felt than described. One^s general impression, which a longer 
stay would no doubt have corrected in detail, is that the^ Moham- 
medan prefers the more cheerful Bags — Ehamdj^ Kafi^ and the 
Kalians; and the simpler rhythms, such as Titdla and Kadra ; and 
the Rondo to the Variation form. With these he takes a consider- 
able amount of liberty, concealing the rhythm, especially, by inter- 
spersed rests, and broken phrases that ran counter to it, so that it 
would be unintelligible sometimes without the drummer. He has 
the performer^s instinct ; he rivets the attention of the audience as 
a whole, and the less able singer is apt to tear a passion to pieces 
rather than not challenge their admiration. The performance of 
the best musicians {Ustads) has a wonderful fascination in spite of 
the language difficulty. The phrases are finished off and fit so well 
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into their place, there is m much Tarietj and so much telling 
g^tnre, that the time goes qniekly by, althongh yon.may find that, 
with the help of another singer perhaps, he has sang for at least 
half an hoar continaonsly. All this the Hindn can do too, bat he 
does it in a less vivacioas way. He is at his best in the qaieter 
like Bhairaviy or the more eharaeteristic sacE as Fmmi 
or Milhm or T(d% and in the more • irr^nlar rhythms sach -as 
Surphakta or Adachantdla. His singing is less broken np with 
rests, and he luxuriates in cSross-rhythm. His song gives much 
more the impression of coming from the heart, and of reaching out 
for sympathy rather than for applause^ You can more easily fancy 
hhn singing over his work, or her over her household duties ; and, 
as has been mentioned, the Mohammedans have no cradle songs« 
There are some fine Mohammedan religious songs ; they seem to 
treat religion more deeply and less imaginatively than the Hindus, 
and to produce it on occasions rather than as the natural expression 
of their daily life : the two songs, ^ Hadi e illah ’ and ^ Cherarivade- 
mira', Exs. 268, 379, seem typical of the two peoples. 

The Bmging that appealed to me most was that of Chandra 
Erabhu at Bhavnagav. She compelled respect at once by refusing 
on any account to be phonographed ; perhaps she thought, amongst 
other things, that if she committed her soul to a mere piece of wkx 
it might get broken in the train — and my subsequent experience 
showed that this was only too likely. She sang for an hour, three 
songs. The most striking of them was in sort of ^ 
upon a theme of the Maharajah’s : 

175 . 

(with the drum at E, of course, all the time). The others were in 
LnankaliSn, to which the descending gives an indescribably 
light-hearted touch, and in Bageshri (a Dorian). She used gamah 
sparingly, and therefore effectively j she detached the notes cleanly 
without making them too staccato. There was something most 
satisfying in the sweep of the periods, apparently haphazard but 
really conforming to strict law. A voice with good tone, as we 
understand tone, is a rarity in India; but Chandra Prabhu sang 
with full round notes and variety of quality in addition to the 
extraordinary flexibility of all her nation. But the musicianship 
of her song was the most notable thing about it. She never 
seemed to come across technical difficulties — as that friend of 
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Assheton Smith's mYer could ^ think where the young men found 
all these big things— never met with them'*. 

It is impossible to measure this sort of song by any European 
standards^ the problem is so entirely different. ■ With us^, as with 
them, a singer' concentrates into a single song all his knowledge 'and 
past experience, and has taken years to learn what it takes a few 
minutes to sing;' but he is only interpreting. It seems a fresher 
and more convincing thing when, after an equal or perhaps larger 
number of years training, the song is created there and' then; when 
its message has never been given in quite the same terms before 
and never will be again. The greatest European singers are apt 
to be voice-producers first and musicians afterwards ; the Indian 
singer is before all things a musician, who may happen to have 
a good voice, but seldom has a good tone.. And it seems possible 
to overrate good tone ; at any rate, it is surprising how much art 
can be heard behind a poor one. Then, too, in the absence of 
orchestration and of counterpoint — except such as the drum pro- 
vides, and of harmony — and, with that, of a certain terseness of 
structure, the voice has unaided to supply all the interest and to 
spread it over a certain lapse of time. 

To maintain this interest recourse is had to all those things of 
which a description has been attempted in the chapters on Md^a 
and Grace. The result is a kind of full-throated utterance quite 
unlike the elaborate tremolos of our singers, which often seem to 
resolve themselves into a battle between the voice and the accom- 
paniment. The nearest analogy we have is perhaps Mr. Henschel 
playing his own accompaniment, where the whole is under the 
direction of one mind and it is difficult to say whether voice or 
instrument is contributing most to the result. Again, the form of 
the song is wholly diverse: we can hardly imagine a composition 
without a main climax and perhaps a coda : an Indian simply stops 
when he has sung enough. It seems as if climax too can be over- 
rated as it certainly is sometimes overdone. Still, though there are 
plenty of minor crises in the course of the music, this absence of any 
convincing close remains a difficulty for us. 

A different kind of interest and a still greater pleasure was 
afforded by a visit to Eabindranath Tagore, the Bengali poet. In 
accordance with the best Indian tradition he is poet and musician 
in one. His poetry is beginning to speak to us for itself : even in 
a few scattered translations it is possible to hear the voice of a man 
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wto 'thkks ' deeply aad truly, wbo sees tMags as they really are, 
making invisible things visible' as florescence does in optics, and 
touching them with tenderness and reverence. ' To hear Hm^ recite 
his poems is to be reminded of the way in which Tennyson is said 
by Ms biographer to have recited ; and indeed such a line as 
« Laborious orient ivory sphere in sphere*^ has a>iiietMng of the ring 
of Bengali verse about it, while the terseness, the inheritance of the 
Sutras, of a language which is the descendant ■ of tlmt compact' 
wonder, Sanskrit, we could hardly parallel short of Horace. ■ To 
hear him sing them is to realize the music in a way that it is seldom 
given to a foreigner to do. The notes of the song are no longer 
their* mere selves, but the vehicle of a personality, and as sueh^ they 
go behind this or that system of music to that beauty of sound 
which all systems put out - thseir hands to seize. These melodies are 
such as would have satisfied Plato. do not know the modes,^ 
said Socrates, ^ but l^ve me one that will imitate the tones and 
accents of a brave man enduring danger or distress, fighting with 
constancy against fortune j and also one fitted for the work of peace, 
for prayer heard by the gods, and for the successful persuasion or 
exhortation of men.^ 

The portrait of Mr. Tagore wMch forms the frontispiece is by 
Mr. William Eothenstein, who has most generously lent the copy- 
right of it for this book. It was drawn one afternoon while the 
words and the songs were being transcribed; and perhaps the 
sympathy and fidelity of it may be taken as some compensation for 
the limitations imposed by a foreign language and for the inability 
of musical notation to convey the tones of the living voice. 

Mr. Tagore's translations of his own poems are given in Examples 176-180. 


B&g Bhairavi, Tftl Tevri (6 + 2 + 2). 
4^^ sa 100. Adagieito* 
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Jihane Jata* 

The pujas that have not been finished in this life I know that they are not 
altogether lost. The flowers that have shed their petals on the dust before 
being full blown, and the rivers that hid their streams in the desert sand, 
I know, I know they have not been altogether lost. Those that lag 
behind in this life I know, I know that even they have not lived uselessly. 
All my unformed thoughts and all my unstruck melodies are still 
sounding on the strings of thy and I know that they have not been 
altogether lost. 


tune, 

Til Badra. J = 90. Andmtino, 





a -kllchado re a-klacha-lo^ a»klIeha*lo« a-*klIoharIO« 




94 LEGEND, HISTOEY, AND THE PEESENT DAY 



Mi^i t*.b« iMk-ian khn-le . . O tnl maUi phu-te tor 

i).a Hi 


mA*mt Jta-ihJi 


lm*lo 


Jodi tor ddk, 

%f m mo Teap«»4« to yoat call then go on alone. AM if there k no one 
to apeak out, md if they tnm their &ce and are afraid, then open yonr 
heart and only yon* Speak alone, speak alone. 

if 6?ery one goes hack and none accompanies yon in the difficnlt path, 
then tread the thorns with bloody feet alone. Tread alone, tread alone. 

if there is no one to light the lamp, and if every one shots his door in the 
stormy dai*k night, then hum the ribs of your heart with the thunder ire 
and bum alone, bum alone. 

Bag KhmMi, Tal Bkt&k. 


i*mft-r(a) ka-ra to ina-r(a) bi ^ nft - la-ha go la«ha in- 
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cha-M to-ma-ri mu-kiie Crba-ra-na pa-rM ra-l>e3ii*. ra-b© 



Jb - naa- 4© - xa 'b4-ra-t& ja**fee a, 'jaaa-te - ra ku - le .« « • 


j^war 

Make me tiiy mna ; lift me in thine anna All the strings of my heart 
will break out at thy finger-touch. With thy tender hands touch my life, 
and my heart will murmur her secrets in thine ears. In happiness and in 
sorrow she will gaze on thy face, and cry ; and shouldst thou neglect her 
she will remain silent at thy feet. None knows in what new strains her 
songs will rise up to the heavens and send a message of joy to the shore of 
ihe infinite. ■. ■ . ' ' 

\ , B&g Jhijhit, Til EktSla. 
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Tu-mitlia-ko sin-dhttpa - re O go bi - do - sW- 



. ni To-ma-ye 


.ma-yede-khe-cebisha-ra-dapra -te to-mayd6-khe-ccbiiiia.^vi 



STte to-may de-kbe-oohi . . . bri-di ma - jba 



bri-di »a - iha - re 0 


M'- do - slii» 



A-ml a-ka-shepa-ti-yakan su-ne^isu-ne-ccbito-ma-n 



gSn a-nii to-ma-resam-pe-ohhi pran ... O go bi-de sbi 



Bhu-ba-nabrah-mi-yk Bo-she A-mi e - Be-<shii«i.ta.na 



Tsh» l-mia-ti-tbito-mare dwa - re, O go bi-de - ahi-ni. 


Ami chini go chini, 

I know, I know thee, 0 thou Bideshini' ; thou dwellest on the other shore 
of the ocean. I have seen thee in the autumn, I have felt thee in 
night. I have found thee in the midst of my heart, 0 thou Brfesto. 
Putting my ear to the sky* I have heard tl^ music, and I have offe^ to 
thee my life, 0 thou Bideshiui. I have roamed all through the world an 
have come at last into the strange country. Here I am a guest at thy door, 

0 thou Bideshini.* 

1 0 thou stranger lady ; perhaps, Intellectual Beauty, 
s Ak&faf space ; the source of all sound and speech. 

8 Mrv Tagore writes I heard when I was very young the song « Who 
dressed you like a foreigner?” and that one line of the song painted amch 
a Strang pietme in my mind that even now it is sounding in my memory. 

1 once tried to compose a w>ng myself under the spell of that line. As I hnnnnw 
the tune I wrote the first line of the song I know thee, thou stranger % and, 
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Bag Kafi. . Tal Ektala. 
J ss, , 80 . A 7 idante» 


Ha-ma Jau - ba - na ni - Jkun - je ga - b© pa - kbi Sa-Mii 





H 




^jHlwNHar. >■■■■ 
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nan-da-na a»ta~bi - te H-bamudiu-mu-hu u4th©da-ki 


if there were no tune to it, I don't know what would be left of the song. But 
under the spell (ma?i&a) of the tune the mysterious figure of that stranger was 
evoked in my mind. My heart began to say,- “There is a stranger, going .fco and 
fro in this world of ours; her house is on the further shore of an ocean of 
mystery. Sometimes she is to be seen in the autumn morning, sometimes in 
the flowery midnight ; sometimes we receive an intimation of her in the depths 
of our 'heart, sometimes I hear her voice when I turn my ear to the sky. , . • 

, On®, day,' long afterwards, some ■one went .along the road slngi,'ng, *-‘.How does . 
that unknown bird go. to and away from the cage ? ■ -Co.uld I but catch it, I would , 
put the chain of my mind about its feet.I ” . I saw that that Ba'ul song too said 
the very same thing. Sometimes- the^ unknown bird comes to the' closed., cage 
and speaks, a word of the limitless Unknown. Then the mind would keep it 
for ever, but cannot. What but the tune of a song could report the coming and 

■going. of this, unknown bird? Because of this I always feel hesitation ,in pub- 

.llshing' a '.book of songs,, for in, stieh .a ' bo'ok 'the main .thing, is .left out., . To, 'Set. 
forth "the music’s vehicle and leave out the music .itself is just like keeping th©-, 
mouse and leaving out Ganapati himself/ 

...■■X 4 »S . ■ ■ ■ , ■ H , , 
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• go Ma-ma jau - ba - oa ni - kim - je ga - h6 pa. « 

Mama jmhana nihunje. 

In the bower of my youth a bird sings, ‘ Wake, my love, wake ! Open thy 
love-languid eyes, my love, and awake.’ There is a tremor in the midnight 
darkness to-night, and the air is resonant with the praise song of spring. 
0 timorous maiden, thrilling with the mysteries of first love, listen ; in my 
grove of paradise a bird sings in a repeated rapture, ^ Wake my love, wake ! ’ 
Wake in the first fullness of thy youth, wake in the lonely stillness of starry 
night, fanned by the ardent breath of spring drunk with the perfume of 
hakula. Wake in my arms my love, a-tremble with a tender shyness, decked 
in a wreath of blushing rose. 0 listen to the sweet piping in my heart, 
* Wake, my sweet love, wake.’ 

rhythm of Indiati song Is more fluid than that of European, 
to ec^|lj,us so to say, to be perpetually altering the 
accent ; it produces a certain instability which has to be made up 
for in other ways. But there is no feeling of instability in these 
songs. Such a lineas^ 
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flows quite as naturally as the close of Bralims’s Minnelied : 



Bass mein Herz, gleiclidie'- ser Aa, ' iD5g’, in Won - rie 




:Mz — iEzztzz w- 



■ ■ 

bill - bea, mQg’' in 

: U-J 

Won - ^ ne 

bid 

• , 

ben. 


These, and some others of ' his, show a securer balanee and a 
stronger sense of rhythmical proportion than many Hlndostani songs, 
and, without doing violence to the principles of the music, bind it 
in a closer grip. 
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CHAPTER IV 

THE SCALE 

You caB work it out by Fractions or by simple Rule of Three. 

But the way of Tweedledum is not the way of 

The subject now to be discussed is complex. To do justice to the 
problems which it involves would require a large book ; all that 
is attempted here is to state them, and to give a possible reading o 

the available data. ' ^ 

Scales are a tabulation of the facts of song. In anountry of the 
size of India these facts are very various, and that there should he 
one parent scale is hardly to be expected. Prom the ^ 

Chapter I for the south, and in Chapter II for the east of that 

country, we should perhaps draw the following conclusions : 

(1) that the compass increases with the state of civilization , ^ 

(2) that there are two broad tendencies in scale-building : P 

medically to the ‘next door' note, and to leap harmonically to one which 

" (gf thaTth^‘’rfeps ’ are of various sizes, viz. anything up to, not as a rule 
beyond, a whole tone-although the means of defining the exact intervals 

^*(4)° that the ‘lUp’ from a given note is to a note 

it-foT instance, an upward leap through F would generally be to A if the 

preceding note was E, to Ab if the preceding note was tb , ^ ^ +i„, „Q<,f . 

(5) that the ‘steps’ seem to prevail in the south, the leaps in the t. . , 

(6) that whether ‘step’ or ‘leap’ is in use, the melody pivots on two 
notes which are a Fourth apart, much more rarely a Fifth, 

It may be observed in passing that this distinction between step 
and leap, between a ‘melodic’ and ‘harmonic’ scale, lies at the 
bottom of all music. It appears in our music in the form of 
‘passing’ and ‘substantive’ notes; in two successive chords ^ the 
eonstituent notes of the second of them can be, and can only be, 
justified as melodic steps or as harmonic leaps from those of the 
■first, however much the current conception of what is melody and 
what is harmony may grow. But, just as in our music the two 

» Chords are compressed arpeggios, and arpeggios are, or may be, skeleton 

aeales* . , ■ 
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ideas were held apart to some extent and ticketed as Coniiterpoint 
and Thoroughbass respectively, but afterwards f ased in Harmony, so,..' 

(7) together w.ith the ^!ii.elodic’ and ‘harmonic’ scales, we, find eve'iy- 
where in India the ‘complete * scale — a scale, that is, which extends beyond 
the small gam,ut of adjacent notes, or which fills up the gaps left by the 
sparse notes. 

No melodies have been .noted in India until quite modern times, 
so that we have no direct means of determining wha.t those songs 
were of which the scales were later tabulations. But we, .m.ay 
perhaps take remoteness, of local origin to be an ' efficient substitute 
.for antiquity of record ; and these seven ‘conclusions^ m,ay therefore, 
not be without value. 'as a guide to the constitution of the .early 
lorm,s of scale. ■ At any rate no reading of the theory would be 
satisfactory if it did serious violence to the' practice. 

Another guide is to be found in the tunings of local instrii!iie.iits. 
These are, if we can interpret them, a record of the essential notes 
of the in.elodies of the district to which the instrument belongs. 
Essential, because other subsidiary notes are got, or are always there 
to be got, by special "fingerings and by varying pressure of lip or 
finger. We will examine some of these Ludwig Eiemann^ has given, 
from observations made on Indian stringed and wind instruments, 
with the help of an Jppunu^s fonmesser~scdles correct to an eighth of 
a tone. His results for stringed instruments may be neglected because 
the frets undoubtedly shift by lapse of time, by handling, and by the 
shaking of the Journey, and also because such instruments as those 
of the vlnd and saidr tribes, from which his examples are mainly 
taken, belong to civilized, i. e. modern, music. There is more help 
to be got from the wind instruments, because niceties of intonation 
obtained by fingering and overblowing belong rather to a fully 
developed art, whereas these rustic flutes would tend to be pierced 
in accordance with the accepted local scale, so as to save trouble in 
performance. 

The following table divides the Semitone into four parts. It will 
be useful to remember that the Tone ^ is here 8 of such parts, the 
minor Third 12, the major Third ■ 16, the ' Fourth 20,. the Tritone 
24, the Fifth 28, and the Octave 48 : 

1 eigeniumliche hei Natur- VAid orienialischen KuUurv^cmi torkomfmnds Tm- 
reihm^ Essen, 1889, pp. 3,27-80. 

» The true relations 'of major Tone, minor Tone, and. Semitone would 'he hest 
expressed (in single hgure integers) as 9, 8, and 5. 
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Flute, Jaipur. 
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Beed flute, 
South India. 
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Bansri flute, 
Mathura. 
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Flute, Kandha. 
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Bansri flute, 
Mathura. 
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' We h^YQ no hint as to which note is to be regarded . as the 
tonic, though it would be a reasonable guess to consider the 
lowest note to be so as a rule, because the large majority of Indian 
melodies are authentic^ not plagaL Ignoring any suggestion of 
that sort, the arrangement adopted here is to group together those 
scales which respectively make (1) the Fourth, (2) the Tritone, 
(3) the Fifth, or (4) the Fourth and the Fifth, their basis, placing 
between the groups those which show approsimations to these 
intervals. Where there might be doubt as to which interval was 
intended, a slur, or if an approximation a dotted slur, has been added. 

We must not argue from these eighteen scales to any pi'eference 
for a particular size of interval, for neither do we know* how repre- 
sentative this list, a mere handful of the flutes of India, may be, 
nor can we hope to base anything upon the sporadic list of ^ origins 
But a given scale tends to consist, on the whole, of one size of 
interval, showing that there was an average feeling, varying of 
course locally, of the sort of distance it was to the ^next door^ note. 
We see, however, that in no scale is this distance uniform. The 
scale is conceived ^ diatonically that is to say, mixing up large and 
small intervals. This throws light incidentally on a statement of 
Aristoxenus that ^ it is impossible to hear three next door notes in 
succession 

The interest of this table centres in the basic intervals (Fourth, 
Fifth, &c.) and the way they are filled up. So far as this small 
list may be considered to be representative, we find in it the largest 
group based on the Fourth, the next largest on the Fourth and 
Fifth together. This corroborates the conclusions from the Folk- 
songs given above. But more interesting is the appearance of the 
Tritone as a base, and of the various approximations to it. There 
was a fairly large number of songs which employed this interval 
in Chapters I and II ; so that it must be taken as an important 
factor of scale, 

^ His iiame for them is * passage-note * (dim's), Oevaerfc (Musique de VAntiquiti^ 
vol. i, p. 285) thinks that there is a tinge of exaggeration in this statement ; but 
it is possible to believe that Aristoxenus meant what he said. He always sub- 
scribes to the musical not the acoustical view, and his words must be taken to 
mean not that the mind cannot think these intervals in the abstract, but that 
the voice will not sing them in the concrete ; that they are what we should 
call ‘un vocal’. This may be observed whenever a village choir wrestles with 
three or four semitones in succession. 
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Also, m no case (untfl the last four examples, where the scale is 

thoroughly established) is the basic interval filled m m exactly the 

same way. There are signs, indeed (especially in Nos. 1, 3 , 4 , 7 , », 

9 and 12), that the process was to supplement a chosen melodic 
i^erval bv a residue. In No. 1, for instance, the g“l scheme 
involves large semitones (5, 5, 5). But the tetrachord begins with 
a quarter-tone (2), and to this there is a residue m a larger quarter- 

There are also signs of a practice which is iamiliar to us, of 
sharpening the higher intervals. In No. 1 the semitones get larger 
as they ascend ; in No. 13 the tones. In Nos. 8 and 13 the octave 
is sharp ; in Nos. 16, 17, 18 the eighth note is considerably sharp on 
the octave. In No. 10 the octave is the first harmonic. In no other 
ease is the octave true. This shows that the octave was not con- 
sidered a basic interval in the sense in which the Fourth, Tri tone, and 
Fifth were ; and this again accords with what we find in the songs. 
There is no accounting for this Tritone : it must be accepted as 
a fact.* It may have been arrived at by a series of Tones, as 
Nos. 9-12 would seem to suggest; or it may be the result o£ a 
shift of tonic — e. g. B-E becoming C-P, with a resultant interval 
iB_F_in support of which view some arguments will be adduced 
later. But in any case it is a fundamental fact of Indian music. 
The Carnatic system classifies the Rdgam into those which employ 
the Fourth and those which employ the Tritone as basic interval 
(^uldhaimdhgama and Prdimadhyama), and it will be seen that the 
same principle underlies the Rags of Hindostan. It might he 
supposed that Fjj! (in C-Pfl G) was felt as a leading note to G 
merely, were it not that it is used in many Ra^s with obvious 
pleasure in descent also; and we must conclude that Indians value 
the Tritone for its own sake. 

W e turn now to the theory. There are in all about three dozen 
Sanskrit musical works which may be dated with varying degrees 
of confidence; they are, with the exception of half a dozen (marked 
with an asterisk), as yet unpublished, and the MSS. are scattered 

> Pianoforte toners have found by experience that the English public likes 
to have the upper octaves tuned sharp, as being more brilliant. The rise in 
pitch since Handel’s time is said to be due to the desire to secure greater 
brilliance by tuning brass instruments sharper than normal. 

3 Cp. the Kmmar's tuning on p. SI, and the progression of the bass in Debussy 
and Stravinsky. 
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about ill, ■ various Indian' and a few European libraries* A list^ 
extracted from Aafrecht^s and other catalogues^ is here given^: in 
case it should be of use to future students of the subject : 


List of Sanskeit Authoeities 


Tiih^ 

AutTiw, 

Dole, 

KMya&st.ra’^ . , • . . ■ . 

Bkarata ....... 

First seven centuries of' 
our era; there is a 
slight probability that 



it belongs to the late 


Sarngadeva ...... 

5th cent. 

Sangllaratnakara’*' . . . 
Sangitopanisbad .... 
Sangitopanisliadsara . . , 

2210-1247. 

1324. 

Sudbkkala^a ..... 

RS-sikapriya ..... 
Sangitamlmansa .... 
Sangitaraja . .... . j 

Rana Kumbliakar^a Mahi- 
mendra 

circ. 1450. 

Sa.ngi'taratnakaratika* . . 

Kallinatha ...... 

1460 (or 1560). 

Sangitasara * ■ . . . . . 

Harintyaka (?) .... 

1500, or earlier. 

Anandasaiijivana . . . . 

Madanapaladeva . , , . 

1528. 

Ragamala , ... . . 

Kshemakama 

1570. 

Svaramelakalanidiii* . , 

Timamatya . . . . . . \ 


Sangifearatnjikara .... 
Nartaaaniraaya . . . 

Bhanuraka . - . . . . 


Bagamabjarl 

Cighrabodhininamamala . 
§adi*agacandrodaya . . . 
Ragamala ...... 

Sangitavrfctaratnakara . . 
Eagavibodba* ^ 

^Pandarikavittala ... . 

i 

iSecond half of 16th cent. 

Somanatka . . , . . . 

1609. 

Hrdayapraka^a .... 

Hrdayanartyaiaa ... . 

Early 27th cent. 

Sangitanupanku^ . . . 

Bhavabhatta . . . . . 

circ. 1640. 

•fiTangltadarpana* . . . . 

Damodara Mito . . . . 

1560-1647. 

Saiigitasarasangralia* , . 

Sangitabhaskara .... 

1 Rajah Jagajjyotirmalla 

circ. 1650, 

Anupasangitaviia^a . . 

j' ■ ■ 


Muraliprakasa 

Kastoddistaprabhodaka- ; 

1 Bhavabhat|a ... • . 

circ. 1680. 

dhraupadatika J 

Sangifcamakaranda . . . 

1. 

yeda.,‘ 

End of 17th cent. 

Sangifcadamodara .... 

Subhankara . . * . , . 

Before 1700. 

Sangifcanarayapa . ■ . ' , , 

Pnnishotfeama Mishra . . 

1730, or before. 

Sangitanaraya^ .... 

Rkrayanadeva . . , . 

Before 1765. 

Saiigifcapavijata* , . . . 

Ahobala Fan^t * . . . 

18th cent. 

SaBgifcasaramrifci . . . ; . 

Rajah Tulaji . . . > . 

circ. 1770. 


These catalogues contain references also to* thirty-eight more of 
which the author and the locale of the MS., but not the date, is 
inown ; fourteen of which the author only is known ; and seventeen 
of which the locale of the MS. only is known. Total 103. The 
twenty-eighth of Bharata which is concerned with music 

(the subject of the work being the drama) has been translated into 
French by 3 ean Grosset. Mr. Clements’s Iniroducliom to the Study 
of Indian Mimc^ 1913, gives extracts from Bharata and Sarngadeva. 
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The EigmiUdka of Somanatha is in course of translation in the 
Ltdmi Musical Journal, Mysore. 

It will not be possible to speak with confidence about Indian 
theory until all the important books have been adequately translated. 

■ What is here said is - taken from Grosset^s translation of Bharata. 

W^e begin with the explanation of a few technical terms. 

Grd?m, lit. ^village', as opposed to jungle {arauga), means a 
civilized as opposed to an unsophisticated.seale.^ The name has been 
applied specifically only to three scales — the Sa-grdma, our major 
with a sharpened Sixth, the Ma-grdma, our major C-c, but intended 
presumably to be used as an F-f scale with a sharpened Sixth, and 
the Ga -grama, possibly intermediate between these two, long obsolete. 

That, lit. ^ array is used in Hindostan for the setting of the frets 
of a string instrument (especially the said? or surbahar) for the 
purpose of playing in a given mode. But, as one setting will do 
for several modes. That, which takes the name of one typical mode — 
e.g. Bhairavl That, or Kdfl That — has a classifying sense. The 
South Indian term for this classificatory sense is Melakarta^ lit. 
^ group maker because it groups together several Edgams ; though 
it does not seem to be applied to ‘ setting and, indeed, I never met 
with a Saidr in the south. 

3Iurc/iam (Sanskrit), murchliana (Hindostani), from a root murch, 
^ to increase means primarily the ^ swelling of sound ^ and seems to 
have been applied originally to high and low pitch and to have meant 
the rise and fall of the voice in song. Then it came to have the 
technical sense of (I) a rise and fall from and to a particular note 
of a specific scale, and in this sense is accurately translated by 
^ mode \ (It may be worth mentioning that the mwrclianas are 
always given as a descending series.) But since the note on which 
they started was the most important and was generally ornamented 
with a grace note, mmchham has coihe to mean (2) grace note as 
applied to a particular Mg, When grace is otherwise applied, i. e. 
not to single out the pmdominant note of a Rag, it has either the 
general name Gamah or the particular names Mind or GhaaU, These 
are treated of in a later chapter. In the old sense of the word the 
'mode^ consisted of seven notes, i.e. two tetrachords, so that 

^ The usual explanation in that the notes are arranged in a scale as mankind 

in a village, whioh ^ves -rather a poor sense. 
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mnrcMm may (3) be held also to translate the GmWsi hmmonm 
(heptachord). , 

^ Baga^ from a root ranj^ ^ to be dyed, to glow means ^ coiotir ^ ; 
hence colour of mind, i. e. emotion. Its European analogue will 
therefore be whatever gives colour to a piece of music; and since 
this may be according to circumstances melody, harmony, counter- 
point, or instramentation, but most of all harmony, we have no real 
equivalent for a word which applies technically only to melody. 
^'Maga is connected with Rakti^ ^ affection^. Riga is Sanskrit, and 
is used in this book when the general sense is intended; ' Rag Is 
t North Indian, and Rdgam South Indian.^ The same is the case for 
Tdla^ Tdl, and Tdlam (time). Its usual translation is ^ melody-type \ 
or ^ melody-mould \ or even Hnne\ If it must be ti-anslated, perhaps 
“^Mood^ would convey as much as is compressible into one word. 
Its definition is rather long, and will not mean much until the 
chapter on Rdga has been read: — An arbitrary series of notes 
characterized as far as possible as individuals, by proximity to or 
remoteness from the note which marks the Umfura, by a special 
order in which they are usually taken, by the frequency or the 
reverse with which they occur, by grace or the absence of it, and 
by relation to a tonic usually reinforced by a drone. Although 
Indians never confuse the masculine Rdg with the feminine Rdginl ^ 
the attributes of these are indistinguishable. 

8aj)taka, a ^ set of seven takes the place of our word ' octave ^ ; 
the mptaka contains seven svarae^ i. e. not notes, but intervals 
between them; and all Indian notations assume three mptakaSj 
a higher (tdra), middle (madhya), and lower {mandra)^ arrived at as 
the average compass of the human voice (in their art songs). 

Svara^ from root ^ hear \ is also a degree of the scale, or a dia- 
tonic note. It may be natural {Buddha) or chromatic {vikrta). 

^ Natural^ means not a ‘ white ^ note, but ^proper to the scale', 
whatever the scale may be. Vikrta notes are sharp (tlvra) or flat 
kormla)^ very sharp {gtiilvTa) or very flat [atikomala), P is the 
only note which is sharpened, and it has three degrees of sharpness 

{ma Uvra)^ FJ [ma twraiar)^ {ma tlvratam),^ P being 

1 < Ecig ^ means strictly one of the Six Original Bags ; all others are considered 
to be descendants of these, and are called Edginis. 

® -tar and -tarn are the Greek -teros and the Latin -timus (e.g. Unitimus, 
optimus, &c,). 
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rarely used the uames are more often mo¥ed ■ on one place^ so 
that Fg is fna twra and F| ma Uvratar, Three degrees of flat- 
tening are sometimes wanted for D, E, A, B ; Db is Mi atikomai^ 
b . . 

Db ifi komal^ and 1) is sometimes called, Ri (middle). 

Btw and hmal are, literally, "strong" and "tender". Divine 
attributes are assigned to all the marm. Their full names are — 
C, mdjai D, rMM ; E, gandhara^ F, mudigama; G, pmeama ; 
A, dkaivata j B, midda; and their abbreviations Rij Ga, Ma^ 
Paj I)ha, NL ' In South India Db, D^^ DJf are called Mi, Ru\ (as. 
the Tonic Sol-fa system names them Rag^ and Re) and the others 
analogously. In old music the svara names the interval ; when it 
names the note it names the note above the interval ; thus, Ga 
means the interval E-F, and in old books the note F, in modem 
parlance the note E. 

from root in/, "hear", is the (smallest) "audible sound’. 
Like the wara it names both the interval and the note. The twenty- 
two kruUs have special names, and specific attributions of divine 
qualities He no doubt concealed in these. The first of them, i. e. 

C-Db, is cailed l^vra (sharp) ; the other names are obscure. 

Fdd% mmvdd% anuvadl, vivudl (translated " sonant ", " consonant ", 
" assonant *, ‘ dissonant ") are survivals of a theory of consonance 
(samvaditm) now forgotten. Samvddl definitely means the con- 
sonance of Fourth or Fifth, as we should say " Perfect consonance 
Fddl is the note to which it is so related. Fivddl is applied by 
Bharata to the Semitone. He speaks (verse 24) of notes being 
Vivddl to one another when they are at the distance of twenty kriitk. 
This is the same thing as two irutk (22-20), which reading actually 
appears in another manuscript. Anuvddl is the name for "all other 
relations which are not vdd'l^ samvdd% and mvdd%\ These thi^ee 
relationships belong to the tetrachord, and presumably anuvddl does 
too. Current tradition makes anuvddl the major Third. But 
Bharata says "all other’ {ieska)^ as if more than one relationship 
was anmddl. If it is possible to suppose that in the term anuvddl 
he included the major and minor Tone (which together make up 
the major Third) all the determining elements of Bharat a’s scale 
(see below) would be accounted for. 

In discussing the scale (grama) the first difficulty which confronts 

1 * Intermediate ^ between JKt' and Ri komd, D and Db. 
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ns lies in the double meaniBg.of svara^ ^ note* and /interval*.^ 
Does the Sa-ffmmay for instance, begin with the Ba-interval, or' on' 
the S-note?' In the former case it will begin on what we should 
call C , (the Indian N), in the latter on our D (the , Indian S). 
Bharata gi¥es some colour to the latter view in verse 25, where he 
says the arrangement of the in the Sa-grama is 3, 2, 4, 4, 3, 
2,' 4— i. e. that they begin with the svara Ei, which is of three k%tu^ 
and therefore on the S-note (our D). 

'But if we reflect that the scale is always spoken of as a tset of 
seven ^ (sc. intervals), whereas it consists actually of eight notes, 
that these,' seven are always given as beginning with Sa, and that 
a scale so taken (from N-note or Sa-interval) satisfies the demands 
of the practice (in Chapters I and II), we shall not be disposed to 
attach too much importance to this oUter dictum of verse 25, even 
supposing that were the only way in which it could be interpreted. 
We assume, therefore, that the Sa-grdma begins with the Sa-interval, 
on the N-note (our C). 

But there is a second difficulty, which Mr. Clements'^s recent book 
raises. Was the grmna a scale beginning on a definite note at all, 
or was it not rather a gamut, a continuous series, which might be 
started at any point, but which differed from some other grama by 
having one place where the series diverged? But there is the 
difficulty of the names. Why were they called Sa-grdma^ Ma-grdma^ 
unless they had some obvious connexion with Sa and Ma? And 
what could that connexion be except that they began there ? The 
distinction between grama (scale) and w-urcJiana (mode) may well be, 
essentially, that between gems and harmonid (scale and mode), only 
that the' Indian grama did and the Greek genoB did not begin. . on 
a particular note. ' 

In assigning the irutu thus, for Sa^-grmna, 

, Sa Ei Ga Ma Pa Dha ■ Ni 

4 3 2 4 4 3 2 

Indian theory is indicating the relative sizes of the major Tone (4), 
the minor Tone (3), and the Semitone (2) with accuracy sufficient 
for its purpose. Complete accuracy would demand 4*08, 3*64, and 

^ Bfjarata speaks of two sxarm (notes) being samtMi wbeia they are nine Sruiis 
(a Fourth) or thirteen iruih (a Fifth) apart. Again, he speaks of Sa (one of the 
maras) as * of’ four irutis, meaning the 3nter>?al from the note N to the note S. 
[Sa IS' hereinafter used for the intermi, S for the note.]- 
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2-24 respeetively.L Hhe Ma->sfrdma is formed from tMs bj tlie 
iiitercbaiige of tlie Ine^i-valties of Pa and Dha; ‘^Dha takes one 
from ■ Pa thus: : . 

Sa Ei Ga- Ma Pa Dha Ni 

Ma^^rdma ^ 3 2 4 3 4 2 

But the Ma-grdma is so called, we mnst think, because it begins on 
the note Ma. Hence the scale intended is ; 

Ma Pa Dha Ni Sa Ei Ga 

4 3 4 2 4 3 2 

But there is a third scale, the Ga-grdmd^ which is not mentioned 
by Bharata. It is said by Sarngadeva to have ^retired to Indra- 
loka"^ (heaven). In spite of this, however, he knows how it was 
formed. 

When (a) Ga takes one Mdl from Ei and one from Ma, 

(6) Bba takes one druti from Pa, 

(c) Ni takes one ^ruti from Bha and one from Sa, 
then this arrangement is what Narada taught us as the Ga-grama, 

The process is as follows : 




Sa 

Ri 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa-gfdim 


4 

3 

2 

4 

4 

3 

2 

{a) 

4 

2 

4 

3 

4 

3 

3 

(«) 

4 

2 

4 

3 

3 

4 

2 

(«) 

3 

3 

4 

3 

3 

3 

4 

Ga-grdma ■ 
heginning j 


4 

3 

3 

3 

4 

3 

2 

on Ga j 









The three gramas^ 

put for comparison together, are 

Sa-^grama 


4 

3 

2 

4 

4 

3 

2 

Ga-^grdma 


4 

3 

3 

3 

4 

3 

2 

Ma-grdma 


4 

3 

4 

2 

4 

3 

2 


and the notes of which these are composed may be represented by : 
Sa-grdma CDEFGABC 

Ga-grdma CDe I’GABC 

Ma-gtdma CDEPJfGABC 

i That the numbers 4, 3, and 2 do represent these intervals is usually taken 
for granted. It appears to depend ultimately on the current tradition that 
anux^dl means the major Third ; that is to say, that early theory recognized the 
major Third and not the Bitone, he. the major and minor Tone and not two 

major Tones. / 
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Iq favour of this explaBatioB,, which is in principle that adopted 
in Mr. Clementses book, it may be said (1) that the w is thus 

made a true gmma and differs from the Ma-grama (as that did from the 
Sa-gmma) by the alteration of one imti only ; and (2) the difference 
between the three grdwas lies in the treatment of the F, and this is 
Just the difference we were led to expect by the Folk-songs, and still 
more by the fiiite tunings. 

Against it, however, it must be said (1) lliat this explanation is 
based on a solitary passage of a thirteenth-centnry writer, and that 
the scheme of the other two grdmaSj grtexL inffull by a writer of the 
fifth century A.©., the principle of which can he traced to the fifth 
century b. c., makes no mention of a third grama i and (2) it is 
diflScult to imagine so much prestige ^ as belongs to the gdndhdfa 
scale attaching to a series of notes which makes the principal 
interval (the Fourth) break the law of consonance by consisting of 
ten irutu instead of nine. The Ga-grdma must, one would think, 
have been some series of notes which is as fundamental a part of 
Indian music as the other two gramas are. 

But the directions of the Batndkara may be taken in another way. 
The Ga-grdma may be intended there to be derived not from the 
Sa-grama^ but from the Ma-grdma. Thus : 


3 

2 

2 

2 


2 

4 

4 

4 


4 

3 

3 

3 


3 


2 

2 


4 

4 

B 

4 


2 

2 

2 

4 


Ma-grdma 4 
(a) 4 

(h) 4 

(«) 3 

' ■■ ■ ■ t ■ t ' ■ ■ , ' 

This is the scale ABCDEFGrA, which is open also to the 

t 

objection of having the Fifth A-E consisting of twelve instead of 
thirteen srutis. But in an early, i. e. a vocal, scale the Fifth is not 
nearly so important as the Fourth ; and that is perfect (3 + 2 +■ 4 = 
9). We notice also that, though derived here from the Ma-grama^ it 
is a mode of the Sa-grdma (and not a distinct grdmci)^ and with that 
we leave it for further discussion in Chapter X, 


^ The IlarivamSa (fourth century A.n.) speaks with enthusiasm of music com- 
posed in the dgandharagramaraga^ * the scale which comes down to gandhara^* i.e. 
which, if taken upwards, begins on Ga, The Mahabharata speaks of ^ the sweet 
Gandhara\ and this implies a mode or scale, since no note is sweeter than 
another until it has a context. 
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The A of the Sa-grama and Ma-grdrm differed from A by the 

, Ma jor Tone _ ^ _ gg Ccj^ts). Bharata calls 
Comma of Didymus (jy^jn^r I’one 80 

this comma the ‘indicative’ {pramdna) SrntL He uses it for the 
tuning of the vmS. 

TsL two vlnm, he says, alike in aU respects, and tune them 
bothin the sa-grama. On one of them ^minish Pa [i.e. lower the 

note P so as to form our AJJ instead of A] by this pramdm Srnti, 
but in such a way that the Pa of the Sa-grama can be put back 

again. This is the diminution of one By a second dimi- 

nution Ga [on one mm] becomes Ei [on the other], and, similarly, 
m becomes Dha. [The second ^ruti, then, is the difference between 
the pramlna Undi and the Semitone, and the Mis were therefore 
not equal in size.] By a third diminution D and B of one tya 
coincide with P and S of the other ; and by a fourth diminution 
p, M, and S coincide with M, G, and W. This scheme shows 

the twenty-two of the two gramas. 

The only thing this establishes is that the Snitis were not equal m 
size. They are of three sizes : (1) the difference between the major 
and minor Tone, the pramiina knli, twenty-two Cents ^ (2) the 
difference between the minor Tone and the Semitone, seventy 
Cents; and (3) the difference between the Semitone and the jira- 
wam Irnti, ninety Cents. He does not tell us in w'hat order these 
diminutions are to be made ; and if we took him literally , and made 
them successively downwards from each note we should get quite 

a wrong idea of his scale, ^ __ 

What that scale is we discover from his account of the 
There are seven modes {mdrehand) of each of the two gramas, i. e. 
fourteen in all ; but only seven of these fourteen are in practical 
use under the name oijdiU, species. In the following table eaeh 
mode is given as from a common tonic. The constituent units of 
the Sa-grdma (43244 3 2) are successively added, and each 
rnurcham begins on a different one of these notes. The same is done 
for the Ma-grdma, giving another set of seven murchanas, each of 
which differs in one note, and only one, from some mode of the 
Sa-grdma. 


BhAEA.TA^B MuTch(X/^(li AND 
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We will BOW' digress for amomeBt to record an important date 
in. this connexion. 

' The scheme, as a whole is much earlier than Bharata. The 
theory of consonance {mmvdditva), or at least the terminology 
which that theory uses {samvaM, amivdd% mmdt)j is alluded to in 
the MaMhhdrata (14, 14, 19). The date of the MaMMdraia is 
generally considered to be 400 b. c.-»200 a. b., and the fourteenth is 
a late book. The author gives as the ^ ten elements of sound" the 
seven notes of the scale (Sa, Ri, 6a, &c.), and three others, 
ani^ta, and samliata (lit. * agreeable ^ disagreeable and ^ struck to- 
gether’). These last are described as ^classificatory^ {prmibhdgavdn); 
and it is tempting, therefore, to see in them the terms ^assonant^, 
' dissonant’, and ^ consonant^ with which we are familiar. 

But a much more important passage is to be found in the 
EkpratiMkh^ai which is probably not later than 400 B. c. It is 
there said that there are twenty-one notes in all, seven for each voice 
register (^^id;za)“the \ow%t (mandrd)^ the middle (m^r/%^), and the 
{uttamd)} These seven notes (of the octave, or of course 
twenty-one of the three octaves of the gamut) are described as twins 
{yama), ^Each twin is separated from its fellow hy such a small 
distinction that from one point of view the difference is hardly 
perceptible ; yet, from another, the two are distinct things. ■" The 
metaphor of ^ twins ^ describes so accurately the pairs of scales we 
have been discussing, which are identical in six notes and differ 
in the seventh by an almost imperceptible interval, and puts the 
finger so unerringly upon the salient point of the system, that there 
can be little doubt as to the reference. This highly elaborate 
system may, then, be dated back beyond the time of Aristoxenus, 
to the fifth century B. c., and, like his, points to a long antecedent 
period of development.^ 

It appears from the table of murcJianas that all the twenty-two 
irntu except the first and twenty-first are accounted for. These 
two are inserted, by analogy, in the next diagram in square brackets 
as consonant notes from the eighth and tenth imti$ respectively. 
If we take account of only, we find that these two„ the 

eighth and the tenth, are not in use ; they are accordingly placed in 

^ The modem name for the upper register is idm, 

* See Weber’s Imdiscke Studien, the eighth volume of the jBeitrdge fiir die Kunde 
des mdischm AUertums, pp. 262 and 271. 
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round brackets. ' No/11 is arriYed at in two ways, with different 
results.. 

In the following diagram column I gives the constituent elements 
of each note in terms of the major Tone {a = f), the minor Tone 
(5 = ■^), and the Semitone = Columns IV and V give 
the representative fractions, distributed into ^ quintal ' (those derived 
from the Fifth (|) alone), and ^ tertian^ (those derived Jointly from 
the Fifth and the Third (|)). Column II gives the equivalent of 
these in^ cents, and Column III their differences (or, speaking 


^ Cents are a set of slightly modified logarithms of fractional ratios between 
1 and 2, and represent musical intervals within the compass of an octave (f) 
correct to the hundredth part of a semitone. The system is explained in 
Appendix XX of the second edition of Ellises Translation of Helmholtz’s Semaiims 
of Tone. (This appendix is not in the first edition.) 

For the following statement of the theory, and of practical rules for finding 
cents, the writer is indebted to the kindness of Mr. T. B. W. Spencer, of 
Wellington College : 


The number of cents corresponding to any musical interval must satisfy two 
conditions, namely, that the addition and subtraction of cents should correspond 
to the product and quotient of the intervals they represent ; and also that 1200 
cents should correspond to the interval f , that is the interval between a not«i 
and its octave. 

The first condition is satisfied by^ representing any interval by its logarithm 
to any base ; the second, by multiplying these logarithms by some factor. 

Using common logarithms, the logarithm of f is .8010800. As the number 
of cents corresponding to this interval is 1200, the factor that the logarithms 

must be multiplied by is is by 8986. 

The rule, then, to find the number of cents corresponding to any interval is 
as follows ; Find the common logarithm of the ratio, and multiply the result 
by 8986. 

Example. If the ratio is f, the logarithm of f is .0611625. Multiply this by 
3986, and the result is 204 to the nearest whole number. 

The above is the only accurate rule, but as it is intelligible only to those who 
are acquainted with logarithms, we proceed to obtain a rule for calculating 
cents by means of elementary arithmetic. 

The common logarithm of any fraction is given by the formula 


log 


m 

n 


2x48429 



+1 

n\ 

» 1 


{ m + w 


W + n/ 

^6 

\m + nj ) 


which is proved in every book on Higher Algebra. The number of cents is 8986 
times this expression, that is, number of cents corresponding to ~ is 

8986X2X-4S429 1 + 

(w + n S\m + n/ 6\m + w/ 1 
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io ratios, their quotients). Columns VI and VII are adjust- 
ments proposed by Mr. Clements on the strength of observations 
taken by Mr. Deval of Poona on a diehord : his two tertian intervals 
are a Fourth apart, and his two septimal, a Fifth. [Septimal inter- 
vals are derived from the septimal seventh ; J = 969 cents.] 


If we take - less than 4. — r“ 

•04 j therefore tMa term and all those after it may be neglected. Also 
1154 X is less than 1164 x ,=4, that is, less than S*4 ; hence to the nearest 

whole nnmher this term is either 0, 1, 2, or 8. 

It is therefore simpler to calculate the nximher of cents, corresponding to ^ 

from the formula 8462 x ^ and add 1, 2, or 8 as required. 

Wt Hh W 

Ko simple rule can be given which will always give the correct result. The 
following, although slightly more complicated than that given by Ellis in Ms 
article on ‘The musical scales of various' nations* in the Journal of the Society of 
Arts for March 27, 1885, has the advantage of being more accurate. 

(а) If the ratio is less thanf, multiply 8462 by the difference of the numerator 
and denominator, and divide by their sum, obtaining the quotient to the nearest 
whole number. If this quotient is 

over 262 add 1, 

,, 878 ,, 2, 

■;448 „:;8...' ■ ■■ , 

(б) If the ratio is greater than f and less than multiply the larger number 
by 8 and the smaller by 4 and proceed as before, and ^aliy add 498 to the 
result. 

(c) If the ratio exceeds multiply the larger number by 2 and the smaller by 
S and proceed as in (a), and add 702 to the result. 

Examples : 

(a) The ratio is Multiply 8462 by 1 and divide by 19. Besult, 182. 

(d) The ratio is Multiply 45 by 8 and 82 by 4, giving f||, difference 7, 

sum 268. Then 8462 x 7 „„ 

268 . ■ 

Add 498 and the result (in cents) is 590. 

(c) The ratio is J. Multiply 7 by 2 and 4 by 8, giving ff , i. e. Then 

Since 266 is more than 262, add 1 as well as 702. The result is 
266+.l + 702«=969, 

the cents required. 
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It may be noticed that since the Ma-gmma (432434 2)^ which is' 
identical with our major scale^ can be treated in the same way, it 
would ha¥e been open to Europeans to divide the octave similarly 
into twenty parts. Having a different object in view we have 
preferred to do two things. First, we have ^ merged ^ nearly iden- 
tical intervals; that is, we have made one note do duty for two. 
Thus, Eb is 204 + 112 = 316, and Djf is 386 -112 = 274; and 
we have made 316 do duty for both notes. And secondly, since 
we wished to have all the relations of the successive notes of the bey 
the same, on whatever note the key began, we have ^ tempered^; 
that is, we have' made the major Tone, minor Tone, and Semitone, 
expressible in terms of each other by adopting a compromise. Thus 
204, 182, and 112 have been altered to 200, 200, and 100. With 
these particular intervals the falsity of intonation does not seriously 
mattery, but since it involves reducing the Fifth, 702, to 700, and 
increasiifg the major Third, ^ 386, to 400, the falsity on some 
instruments and in certain connexions is very apparent. There are 
purists who regret this, and others who do not appreciate the reason 
for it — that we have an ample compensation in Harmony, which 
it alone makes possible. If India were ever to adopt Harmony it 
would be driven eventually to the same or a similar device ; there 
is not, permanently, any half-way house.^ 

Bharata’s is the North Indian theory of grama ^ though, as we 
have seen, it touches the South Indian theory also in one point, the 
division of Edga into two classes, those which have the Fourth and 
the Tritone respectively for basic interval. But in other points the 
South Indian theory diverges. 

First, the Carnatic system ^ merges ’ ; it recognizes not twenty- 
two, but only sixteen nominal and twelve real sub-divisions of the 
scale: 

Modeen Caenatic Scale. 

C Sa (Buddha) 

B Ni kakali 

AJf Bb Dha shatsruti Ni kaisiki 

A Bbb Dha catuMruti Ni suddha 

Ab Dha Buddha 

* The ear perceives these relations immediately, but those* of the Tone, &c., 
mediately, 

® See Appendix. 
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G 

Pa (suddha) 

n 

Prati-madhyama 

p 

^TiddHarmadliyama 

E 

Ga sadharana 

D#Eb 

Bi shat^ruti Ga antara 

D Eb5 

Bi eatuhsruti Ga Buddha 

Db. 

Ei foddha 

C 

Sa (Buddha) 


H.B. ^§uddha, natural, normal. 


Catuhsruti, of four §rutis, 
Shat^ruti, of six indis* 

Antara, interval. 

Sadharana, twilight. 

Frati-, mock-, counter*. 

Kaisiki, hair’s-breadth. 

Kakali, low, quiet. 


Tlie Hindostani system ran : 

imtu 4 5 6 7 

D E!7 Et> E 

204 294 316 386 

The Carnatic system, by calling the DJf-Eb note %liaUmti'^ 
selects the 316 rather than the»294. 

The second point which is peculiar to the Carnatic, or Dravidian, 
system is the designation iuddha as here applied. It will be seen 
that the iuddha notes taken by themselves form the scale 

C Db D-F G Ab A-C 

whereby each tetraehord is filled by two semitones and a ^ residue^. 
This is identical in form with the ancient Greek chromatic. Not 
only is this chromatic scale apparent in the nomenclature, but 
Bdgam m this mode (or scale) were once popular, though now 
somewhat neglected. In the scheme dt Gfdmardgm in the Batm- 
kara and the Smmmela-kalanidhl (both of the sixteenth century) 
the first on the list, by name Milkhd?% is in this scale, and is plenti- 
fully filled with Rdgarm, showing that it was popular and was 

^ The nomenclature of this scale has a long histoi*y behind it, much of which 
will be found in Mr. Clements’s book. Some of the names are transferred from 
the Hindostani system, e. g. Kdkali, Kaiiikij SMMfana, Antara^ where they had 
a precise meaning which they have here lost. 
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considered the natural one to put first.^ \Gramaraga is an early 
name for mehkarta:] Popular favour has now, however, been 
transferred to another scale, MdyorMalavcigiiida : 

C Eb-E P G Ab-B C 

It looks as if the second of these two scales had developed from the 
first by way of modal shift of tonic. These five notes 



MukharL 

show the characteristic tetrachord of each chromatic scale. The 
two complete scales compare thus : 

Atifclieiitic Mayam&laTagaula, 




Hagai Mtikh&r!. 

This would sound too ingenious to be true were it not that a strictly 
analogous thing has happened with Greek music. The modern 
form of Greek chromatic is : 

C Db E F Gb A 

and the two, ancient and modern, complete scales are therefore 

Modem Greek (plagal), 

Sx. 

Ancient Greek (authentic). 

The Carnatic scale has, then, a chromatic basis; and the Greeks 
held that the chromatic preceded the diatonic.® The latter we 
found in Hindostan taking shape in three, according to one explana- 
tion, but at any rate in two grdmm which differed from each other 
by one »ruti^ precisely as the 'hard^ and ^soft^ varieties of the 
Greek diatonic differed by one diem. Here we have analogues, 

^ It is still put first in the modern system under the fancy name of Kdnakangi 
(part of an elaborate memoria iechnica, see Mudaliar’s Oriented Mmic, p. 17). 

* See the examples in Pachtikos, Aismaia JSellmicaf Athens, 1906, passim* 

® South Indians claim that the Bravidian system (that of the Carnatic) is 
older than the Hindostani. It may he remembered also that Tamil (the 
prevalent language of southern India) has the oldest datable literature of any 
Prakrit. 


i'M, 4- 


liiil 




THE SCALE 


121 


therefore, for two of the Greek genera. We may even trace the 
third genm, the enharmonic, in Mags like Todi, MnUdni, and others. 
The Greek enharmonic scale, expressed in Srntis, appears thus 



1 1 7 4 1 1 7 (=22) 


The scale of Todi is : 



7 i|j 1 4 7 1 1 7 1 II 

•s 

They meet, like the old and new South Indian chromatic scales, 
in two overlapping tetraehords : 


Greek enharmonic. 



The Greeks called the three notes which are separated by one dieds 
{imti) the cluster {p^knm)^ and recognized three forms of tetrachord 
according as the lower note {baifypyhmn)^ middle note (mesop^inon)^ or 
upper note (oas^pyknon) ^ of the cluster was made the tonic, i.e. the 
terminal of the tetrachord/ If this ever formed a part of Indian 
theory, no trace of it has as yet been discovered ; but the fact is here 
—the Greek enharmonic with the harypyknon and the enharmonic 
Toil with the oxypyhmn. Further, Todi and its congeners are really 
distinct from other 5%^, because, as ’has been seen, there is no 
place for them in Bharata^s^i/tJ?, which do not provide for the first 
and twenty-first imtw which Todi involves. They may therefore 
point to a different basic principle of scale. 

It is not suggested that the three genera^ to borrow the term, are 
confined respectively to different parts of India, although the en- 
harmonic seems to be opposed in principle to the Carnatic system. 

^ These notes are given for the sake of clearness one quarter tone higher than 
they stand in Ei. 187. 

® Aristoxenus did not recognize the latter two ; he held that the pyknon 
must always be at the lower end of the tetrachord. 
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The diatonic is ubiquitous (though the sharp Sixth is not found ^ in 
the' South)j and the chromatic is quite, as popular in the North under 
the name of Bhairan as it is in the South as Mayamdlmagmla. 

Neither is there anj suggestion that Greece borrowed^ from 
India, or ¥ice versa ; their musical systems, like their languages, 
were no doubt part of their common Aryan inheritance — with 
enough likeness and unlikeness to make the comparison convincing. 

We turn now to ihe other class of scale, the transilient, which 
proceeds by Geap^ to the Fourth, with a bridge note. It might 
seem at first glance as if these were not very different from the 
chromatic scales, since in both there is as a rule a leap of a minor 
Third. But there is a great difference in the melodies which 
embody them. A ^chromatic* melody tends to centre in the 
cluster of semitones, and to treat the leap as an occasional excur- 
sion. A ^transilient^ melody moves more freely, and the le^^p is 
the most important material of the song. 

We found a hint in the Gurkha and Garhwali songs that these 
transilient scales had their home in the east of India. Although 
they are to be found everywhere, they seem to be especial favourites 
in Bengal; and the Bengali system especially insists on heptatonic 
(sampt^rna), hexatonic {sMdavajj^ and pentatonic (odava) as a primary 
division of Edga^ whereas the other systems, while recognizing 
these, draw no special attention to them. Of these names there is 
something to be said about odava* It is always understood to mean 
^a set of five^; but the word is neither Sanskrit nor Prakrit. 
What the connexion is, if my ^ with Audavl (an unlocated place- 
name) or the Odras (who inhabited Orissa = or with 

cdrapusApa (the Chinese rose) must be left to others to determine. 
No Indian language owns odava^ and, if the name is foreign, the 
scale may have been imported. That it is foreign is further sug- 
gested by the form sMdavaj ^ a set of six,^ formed on analogy, for 
which the proper Sanskrit would have been Bhashtaha^ 

Indian theory, which is nothing if not complete, has names 
also for scales of fewer notes. Scales of one note, which seems 
a little Irish, are called Arciha (i. e. belonging to the Eigveda), 
This is curious since the Rk was by common consent chanted to 
three notes. Of two notes, Qathika; Odtlas were religious non- 
Tedie songs. Of three notes, Sdmika, belongiug to the Samaveda, 
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(Incidentally, the Saman chant involved from five to seven notes.) 
Of four notes, Svardntam (= hiatus)^; this seems to be a con- 
fession that the tabulation had broken down. Still, .the list, as 
a whole may be read to mean that a small compass connotes 
antiquity, as we found it connoted also remoteness of locality. No 
one doubts, either, that pentatonic scales precede, what indeed may 
be considered "^spoiled’ forms of them, hexatonic and heptatonic. 
They are, logically, older because they are innocent of the Semitone, 
which comes into the scale only when the ear can appreciate the 

major Third. “ Semitone). Melodies in these scales 

have extraordinary strength and sweetness, but not much variety. 


It remains to bring these different scale formations into relation 
with acoustical fact, on the one hand, and with musical fact on 
the other. 

When primitive man — and he is to be heard in London streets 
as well as in Otahiti or in the glacial epoch — begins to articulate 
his upward whoop or downward wail, he uses his ^ musical ear \ It 
is this ear which is in a low state of development when he ^ loses 
his key ^ or ^ sings out of tune \ What is it, then, to sing in tune ? 
It is to be able to hear, with a given note, certain other notes which 
are present in it at various pitches and intensities. ^ The^ note is 
known as the ^ f undamentar, and the ^ other ^ notes as ^ upper 
partials ’ : the latter diminish in intensity as they rise in pitch. 
Intensity of sound has not yet been measured, and the amount of 
average diminution is not known. The following series omits 
octaves (as mere replicas), and hints at the average diminution by 
time-values: 


b S 



1 a 6 7 9 11 &c. 


The 2nd, 4th, 6th, 8th, lOtb upper partials are omitted as duplicates. 
The Bb is f tone fiat, the F is f tone sharp on notes of the same 
name which are derived from lower partials, and which therefore in 
certain connexions have precedence. Human powers of hearing 
vary a good deal, and still more the power of defining and naming 
what is heard; so that individuals and tribes may be classified 
according as their powers extend to the 3rd, 5th, or even 7th upper 
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partial; there is no certain record o£ powers that ha¥e exceeded 
that. These npper partiak are present on all sonnd-prodnceis ; 
poorest on the tuning fork and flute, richest in the human ¥oice. 
But they are present in different intensities/ and this fact gives its 
^ character * to each sound-producer. 

But, secondly, it seems to be a law of music (not of acoustics) that 
no tonal fact can be realized at all without its entering at once 
into all the relationships of which it is capable ; and we must now 
consider this series in another way : 

12845678 ^ 10 

MX* 

ioa 

i I f f 5 f I V 

Each partial forms with its neighbour in the series an interval 
represented by a * super-particular * ^ fraction, and these intervals 
are the ultimate facts of music. They immediately combine to form 
new intervals as quotients : thus, f * 7 - f = that is, the power of 
hearing the Octave and Fifth carries with it the power to hear the 
Fourth as well. Further, | -r f = | ; that is, the hearing of the 
Fourth and Fifth involves the appreciation of the major Tone. 
This means that in order to discriminate the major Tone it is not 
necessary to have an ear fine enough to hear the 8th and 9th partials, 
which also give it (because they are partials of the 2nd and 3rd 
partials), but it can be apprehended directly as the 'difference’ 
between (strictly, quotient of) an Octave and two Fifths. 

The power of hearing up to the 3id partial provides a scheme of 
notes which is known as ‘quintal^ harmony; and since this is 
infinite, it would be possible to plot a scale in this harmony alone 
of twenty-two or any other desired number of degrees in the 
octave. But the relationships would begin soon, after the first 
half-dozen or so, to be remote and practically unintelligible. For 
instance, the obvious relationship of C to Bb is that Bb is a minor 
Third (316 cents) from G, and G is a Fifth (702) from C ; total 
1018. It is possible in quintal harmony also to reach Bb from C, 

1 The Slid partial is prominent in the flute, the Srd in the clarinet, the 3rd 
and 5th in the human voice, the 7th in bells, the 11th in the trumpet. Piano- 
forte makers cause the hammer to strike the string at a place which eliminates 
the 7th, which is not wanted. 

® Of the form 

a 
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but only by caJeulating upwards in major Tones (5 X 204 = 1020), 
and this process confuses the ear. It does not matter that 1020 is 
not the same as 1018 ; for the difference is only of a semitone, 
and it requires a good ear to distinguish even tenths of Semitones 
in an interval which, like C~Bh, is derived, and not a matter of im- 
mediate perception^ like, for instance, C-G, or C-E. What matters is 
that the ear cannot make so elaborate a calculation as five successive 
major Tones — as, indeed, Aristoxenus, quoted above, suggested. 

The ear, therefore, takes by preference the intervals derived from 
the 5th partial, the major Third, which form ^ tertian^ harmony. 
As ^ quintal'^ harmony was derived from the Octave and Fifth, so 
tertian harmony is derived from the Octave, Fifth, and Third; and 
^ septimal ^ harmony, if it is ever used, is derived from these three 
and the 7th partial. In tertian harmony the series is again infinite, 
as indeed any of these series must be, since no basic interval is an 
exact power (or root) of another basic interval. But since there 
are three basic intervals instead of, as before, two, it is found 
by experience that a larger number of derived intervals, about 
eight, are easily intelligible in tertian harmony. We have no 
experience of septimal harmony, and it is impossible to say 
what intervals the ear would here accept. And this is important. 
With the acoustical material available, many and diverse scales 
might be constructed, and they would all look equally well — or 
ill — on paper. Whether Indians have modified the ancient Hindu 
theory of strictly quintal and tertian intervals by the introduction 
(due, Mr. Clements suggests, to Mohammedan influence) of sep- 
timal intervals, can only be established on evidence. If any people 
hears septimal intervals, the Indians and Greeks, with the .fine ear 
which practised and the fine discrimination which recorded the 
niceties of genera and the grdmae, would have been among the 
first to do it; but to establish the fact it requires, in the complete 
absence in their theoretical works of any hint that they did so, 
a broader basis of observation than is provided by the performance 
of a single singer. 

With regard to the transilient scales, 1 received from the melodies 
sung in them a strong impression that they were in just intonation 
— that a major and minor Tone made a major Third, that the Sixth 
was just and not sharp. There is no reason, however, why tertian 
intervals (which this implies) should not have been accepted in 
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peHtatonie scales later, and yet the origin of these have lain origi- 
nally IB: pure quintal harmony/ An argament may be found to 
siippo.rt this. 

Unintal pentatonic scales are based on a series of five Fifths — 
say, C-G-D-A-E. ■ Reducing these within the limits of an Octave, 
and relating them to a common tonic, we get the following scheme 
for the five pentatonics : 



Ceuts. 
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The worst scales — the least euphonious, those which involve the 
more abstruse fractions — ^are those of C and E ; that of D is the 
best. This D scale 

h 

191 J 



I) E G A C D 

is the type, which goes under the name of Sarang^ of a favourite 
form of pentatonic Hdg^ We saw also (p. 70) that there was a 
decided preference in the Garhwali songs for the A scale : 

D b 


A C D E G A 
though not to the exclusion of the C and E scales.^ 

^ In the Jmmal of the English Folksong Society (vol. xvi), Miss Gilchrist records 
her belief that the typical Scotch pentatonic is the G scale. A cursory glance 
at the first hundred or so in Petries collection suggests that the Irish favourites 
are the G and A scales. (A song may be in a pentatonic scale although more 
than five distinct notes are touched in it, if it has only five substantive notes and 
the other one or two are used as passing notes*) 
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V But the D and A scales (and G) are the best of the fite only if 
the intervals are taken as' strictly quintal; if tertian intervals are 
substituted, . 2 .' e. if ^ merging^ takes place,, the five scales are equally 
^good’. If, therefore, these particular scales are found tO' be the 
favourites in a country, it is an argument that all the pentatonics 
were in that country taken as strictly quintal, at any rate origi- 
nally, though tertian intervals may have crept in later. 

The ifuti enters into music as one of three definite intervals. 
Just as there are three diatonic intervals {$varas)y so there are three 
enharmonic intervals (iruiu). The diatonic intervals we have seen 
to be 

Major Tone, f, 4 
Minor Tone, 3 iruik 
Semitone, ff, 2 imiu 

and the enharmonic intervals are such intervals as correspond to 
a difference of one between the irutis of the svaras (or are the 
various quotients of the fractions which answer to those svaras). 
The numbers 4, 3, and 2 may be bandied in three ways so as to 
produce a difference of one ; thus : 

(a) 4—3 = 1 iruti 

§ ‘ == = 22 cents. 

This is the ‘ indicative ^ ^rntiy the ^ Comma of Didymus ^ 

(5) 3 — 2=1 iruti 

3gi .i| = II = 70 cents (strictly, 70*6). 

This is the ^ small semitone \ 

(c) 3 4* 2 — 4 = 1 sruti 

' if ' § — f ll" ~ 

This is the ^Pythagorean Limma^ 

But these intervals as such remain theoretical. They are actually 
sung only as increments of other larger intervals.^ There is no case 
in any Sd^ where two notes are separated, for instance, by the 
Comma of Didymus. That interval represents the difference 

between the two major Sixths (A and A), or between the major and 
' b $ ' ' 

minor Tone (D and D). But both notes (A and A, &c.) do not 

appear in the same Hag ; the Bag contains the one or the other. 

^ ^ Heterotone ^ would be a better name for than the usual translation 
‘ microtone ^ 
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We may notice in parsing that this principle to the 

jHMro* also A Bag, BiU for instance, has an E and an Eb mth 
a D and a F on either side of them ; but in a given ^ge either 
E or Eb will occur, but not both as a rule. And the principle, 
Lugh not so strictly carried out, may be traced with tones 
well M semitones. It is not at all uncommon for a B^g, esp^ially 
in southern India, to omit a note in ascent, but ite 
neighbour in descent. Two notes, A and Bb, being m the 

scie an ascending passage will Pf"!? L e 

a descending C Bb-G ; though quite possibly both "^^s will ^ 
used occasionally. The same thing is common enough in oux own 
Folk-song: 


ATuoai as I wot walkiagi^ 

o 8 4 



Ha. ae »Ii»t cl»rly C, J, .od Bh,* »d it » 

tog to see !»w toe teb»ohorfs.C-F, F-Bb »e filled. 1" 

13 we have the equivalent of 


though both notes (D and Eb) are present in ascent and descent in 
bars 2 and 3. In bar 7 occurs 


and in bars 9 and 11 


1 From the Joumal qT roVaimg Society, voL iu, p. 12*, No. 40. 

The reader may wish to add G. But ‘ modes are tetraohorW ; the tetra- 
chord about them like the ‘ahame of the awaddling-olothes i and the 

tetrachoida are certainly not D-G, G-C. 
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In these instances a non-modal writer would he more likely io haTe 
employed 

7 ■ 11 



and lie would' probably have sharpened the The principle^ is^ 
theiij broadly that between two salient notes modal melody tends to 
employ only one of two altematiYes, and, for choice, that alternative 
which is nearest to the note which is being left, not to that which 
is being approached. 

It is' difficult to show this convincingly with regard to the ^mii ; 
but it may be seen in the grace-notes- which occur like ^ enclitics in 
many Indian melodies, i.e. they belong to the note which is being 
quitted, not. to that which is being approached : 



They are on the principle of the violinist^s slide. In passing from 
C to G he does not use all the intermediate notes, hut only the 
first few : 



Hence comes no doubt the statement that for southern India the 
quarter-tones are confined to grace ^ (Day, p. 30). But that 

is not the usual acceptation of the word in the South. Srnfi there 
means keynote. A singer has Tlost his when he sings out of 
tune; the drone strings of the are called the and so on. 
This is clearly a transference of meaning from nice distinction 
of pitch ’ to * that which determines the pitch 

But in the North has retained its original meaning, nice 
distinction of pitch. There, however, its naturv^ has been sometimes 
misapprehended. Stress has been laid on there being twenty-two 
of them, and the scale has come to be regarded as an octave with 
twenty-two stopping places. Consequently theoretical musicians 
are to he found who are prepared to sing from C to C, stopping at 
twenty-one places on the way. We have seen that this is wrong 
artistically, because melodies rarely use two of these, and never 
three, in succession. But it is wrong scientifically also. For the 
^ruH did not arise as a division, equal or unequal, of the semitone. 
It has no independent existence. It is only a difference between 
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two intervals considerably larger than itself. ■ Tbns the A which 

we reach f rom C through D, and the A reached through P or E 

% 

differ by the interval A-A (ff X f =fi) the ^Comina of Didymns'^. 


A A ' ■ A 



the hiitl is not an independent interval, but an increment of, or 
a defalcation from, some larger one. We get in this a suggestion 
which will reconcile the North and South Indian connotations of 
the word. A *knti is not, as it has hitherto been understood to be, 
the audible sound, but the accurately audible sound— that 

wliieh is ^ heard"* in accurate relationship to some other. This 
]K)sition throws some doubt on HelmholWs^ account of the Greek 
quarter-tone (following Plutarch^) as a division (|xx|J-) of the 
semitone (x|). It seems possible, at least, that as the Greek and 
Indian systems "were alike in so many other respects, they were 
alike also in deriving their ‘ enharmonic ^ tones from a persistence 
in just iiiioiuition and a refusal to compromise, i. e. to temper. 

It is hard fur Europeans to realize the state of things here de- 
scribed ; but we have occasional glimpses of it. The major Sixth, 



for instance, tends to be sung as a larger interval (since the B is 
forced up by the harmony to be a major tone from A) than that in 
* Sm$aHonB qfT<mj English translation, 1875, p, 407, 

® De ifrtsica, chap. viii. He says the old players ^ took the semitone as simple 

ft 

, (A-Bb), not a oomponnd inlervid ‘{A A Bb),, I#afcer the semitone was divided / 
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Nor did’st Thou 8uf-fer 






where the interval E-FS is a minor tone. The first or these is, in 

fact, what we have been speaking of as the interval C-A, the 
second the interval C~A. The distinction between these two is 
also made use of in Schubert^s Ganymed for a particular effect : 


Ganymed. 


SCHVBEET. 


strebt’s, hin 


hm - aaf strebt^, bm-aufl 




scbwe - ben-die, Wol* ken ■ ab - wkrte 


Here the harmonies of the third and fourth bars wrench the melody 
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up ft' .major tone/ whereas the scale. would demand in the third 
bar a minor tone; so that for two whole bars~the words ^strebt^s 
liinanf ! hinauf ^ — ^the voice is travelling at a pitch a fraction higher 
than normal^ and admirably illustrates the meaning of the, text^, 
■while at ^es sehweben^.it drops back (again owing to the har- 
monies) to normal pitch. 

This example shows also the other two k-utk* The Comma of 
Didymns and the Pythagorean Limma are correlatives; the two 
together make up the diatonic semitone (22 + 90=: 11,2). The latter 
occurs^ therefore, in the fifth bar of Ex. 205, The small semitone ^ 
appears also in the accompaniment' of the next bar.. The locm 
classiem for this interval is the Elizabethan madrigal, in which 
a minor Third is frequently, and with beautiful effect;^ substituted 
for a major Third, as a deliberate ^ False Relation 


' Weelkes, 1098 , 

Phil - lis hath sworn she loves the man, 




or, by the reverse process, constitutes the peculiar charm of the 
^ Tierce de Picardie \ 

There are also other in European employ. (1) The 

difference between an Octave and three major Thirds (1200 — 386 

^ C, th© sixth of the scale, is normally a minor tone from Bb, the fifth. But 
the basses Eb and F in the third and fourth bars are a major tone apart. And 
therefor© the melody which they bear (the Bb and 0) must here be separated 
by a major tone. Similarly, in the fourth and fifth bars, where we have modu- 
lated to F minor, the F and the G (and therefore the G and the B) are a major 
tone apart. 
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x3 = 42 cents). It, is present wherever, for instance. Of is 
taken as Ab.' "A fine example of this forms the climax of .the, 
introductory bars to the' second Act of the WalMre. (2) The 
difference between fonr mino.r Thirds and an Octave (316x4— 1200 
=64)^ of, which a rather wooden example is to be found leading 
lip to an entry of the C major subject in the overture to Smetana^s 
Bariemi Bride. (3) The difference between twelve Fifths and seven 
Octaves (702x12 — 1200x7=34). This occurs in a descending 
form , in the six bars which follow Wotan^s words * So kiisst er 
die Gottheit von, dir ^ at the end of the JFalMrey and, ascending, 
in the five bars which close the first of Vaughan Williamses Fim 



And the same fact is present, of course, whenever the whole tone 
scale is played {204x 6— 1200=24), the musical effect of which is 
closely comparable to that of the Bratmdd%ama scales of India. 
Then there is that magnificent mounting bass which compasses 
a Filth in , seven semitones (112x 7— 702=82) towards the close 
of the Finale of Sehabert^s C major Symphony ; and there are no 
doubt instances of other such intervals* ' The point is that we use 
enharmonic intervals for precisely the same reason as the Indians— 
for their Jubilant or pathetic effect ; , only we do it in a different 
way. Equal tempemment has nothing to do with this matter — ^we 
hear the effect in the orchestra and imagine it on the piano ; though 
it has a great deal to do with the vocalization of a melody. 


CHAPTER V 

MODE . ' ■ ■ 

The terms ^ scale ^ and ^mode^ are frequently useii as syaony- 
MOHS, . because it is often unimportant to insist on the distinction 
between' them. " But in their essence , they name two primary 
musical instincts. Scale is the expression' of the melodic^fimpulse^ 
mode is' ultimately the outcome of the rhythmic impulse. They 
are' relative, not absolute terms; and in two ways. . Firs% any 
given series of notes may be in a scale, or it may be in a mode, 
according to the moments of it which we are taking to be impor* 
tant. And, secondly, it can seldom be said that at any given 
point in a melody a change of mode or scale has taken place ; the 
change requires to be ^ established and that is a matter of degree. 
There is a sense also in which scale established mode. We 
propose shortly to discuss these points. 

A change of scale is a change in a prescribed order of notes 
brought about by the melodic impulse. It is a more or less violent 
change in pitch of some one note which results in musical ^ effect % 
exhilarating, pathetic, &c. In the following Song of Somerset, 
^ Sovay, Sovay,^ the pathetic flattening at (a) is a purely melodic 



effect. It causes the melody to droop a little at that point, and so 
to give value to the Fft when it is restored later on. The ear has 
been cheated for the moment of the major scale it expected, and 
has been presented with another, the major scale with the flat 
seventh. It is owing to this species of deception which they 
involve that such devices are known as Mmicajicta^ feigned music. 
They come in the first place as vocal accommodations, but they 
stay as musical effects. They do not establish, they only suggest 
a new scale. ' If in this song, the Fffs had been the rule and the 



If ^s the exeeptiont^ we should have said the melodj was m another ' 
scale, (of G) or in a mode (of C). For our present piupose^ since 
we are discussing G not C, it is a change of scale* 

A change of mode is a change in the relative importance not of 
one note^, but of all, brought about by a shift of the rhythmic, 
centre of gravity* ' .The following Folb-song^^ ^ A sado/a .shows 

in its three versions a change both of scale and of mode. We may 
take the. germ of the song to' be contained in the pentatonic form 
marked ,1^ which is placed for comparison between two derivatives^ 
Hand III. 

d milori life* 


I is a pentatonic, Dor*aeoliaii ^ on D. II and III are only slightly 
veiled pentatonics, but two important changes have taken place* la 
II the notes of the scale have not been altered, but, by the rhythmical' 
stress which is thrown upon it, G has become the tonic, and the 
mode is now a Mhotydian on. G* In III, though the rhythmic 
points are not quite /the same as in I yet -they are not vitally 
different ; but the addition of an If ■ .implies a change of scale, 
which is II.O.W a on .D.® . . 

It is the custom, to consider the C--C ' scale to be the primary 

From'. the, Jowriiarof 

, :. ® Areally beautifii! iastanceof the, musical'process here involved is a shifting 
.,.10row.nd'*'::of Purceirs quoted on 'p. .176, of JE.- Walker’s History of Mmio in 
..jr»^lawd, .1.907. ■ . 
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series of notes from ■ which 'others (D-^d^ E-e^ &e.) are derived^ and 
of .which they are modes. But it would be logically as defensible^' 
and historically more correct to consider C-c as a mode of the D-d 
scale. , The fact is that a mode \-vhen it is thoroughly established 
anywhere becomes the scale of that country, or countryside f thus^ 
'some of England sings by preference in the Mixolydia% some of it 
in the Dorian^ and so on^ Ireland in the Mixolydian and Aeolian. 
There ean be little do'ubt that the difference between the Ba-gmma 



and the Ma-grMa^ though it figures as a difference' of scale^ 

■&. C D E E G 1 B C] C D E E G A B C] ■ 

■ ■ or I 

m C D E F G A B Ci C D E Eft G A B Ci , 
was originally a difference of mode 

C D E P G A B C \ 

Ma. P G A B C JD E P.’ 

Thus when mode ls thoroughly established it comes to be regarded 
as scale. 

This distinction between mode and scale is commonly thought to 
apply only to an antiquated style of music. But the thing is per- 
fectly well known to us in modern music whenever modulation^ takes 
place^ as a familiar melody from Brahmses First Symphony shows : 


AndanU sostenuto* 




The modulation comes at (< 2 ) in the form of a pathetic flattening of 
the obvious note, and at (6) as a heightening of the meaning by 
a shift of the melodic centre of gravity. Every musician feels the 
effect at (a) to be quite different from that at (^) ; the first is 
a difference of seale^ the second of mode^ and both involve a tem- 
porary change of key | the first is like a mechanical^ the second 
like a chemical change. Without some such connecting link as 
this with our own music we are apt to look on unusual scales and 
modes, especially when they display such intricacy as the Indian 
scale (grama) and mode (murckana) and individualized mode {rdga)^ 
^ i.e. modification, taking another * mode’, or way of doing things. 
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as merely weird and fanciful , Tlbey are, however, formulas which 
are doing all they can to express the facts of nnharmonized melody, 
if we will let them ; and we should approach them in that spirit if 
we . were not hindered by our harmonic preconceptions. For^ we 
have to forget .a good deal before we hear the beauty in ■ such as 
this.:,. 


Allegro, 



My heart rejoiced, seeing the locks on the forehead of Rama wave, when 
he with ease and grace put down the pride of the giant, Maricha, and broke 
the'bow of .^iva at the beck of the sage, Visvamitra. 


If we could treat it as in D mi,nor, with a mere D drone without 
harmonies, we should be happier; the last bar would then have 
finality* But the drone is G, and for us this leaves the tune in the 
air. It takes a long time before we become accustomed to this 
queer way of looking at things, and can take it as it presents itself. 
We keep wishing to accommodate the tune by appropriate har- 
monies at this or that point, and do not easily realize that these 
introduce subsidiary modes (which we can, however, in virtue of 
those harmonies, subsume under the main one), hut that a change 
of drone (without harmonies), by introducing a subsidiary mode, 
merely destroys the principal mode,. 

As a preliminary to the consideration of Indian modes we may 
review our own (omitting the F-f and B-b modes as obsolete) : 



They all consist of similar tetrachords ; those on C, D, and E being 
arranged as disjunct to one another, those on G and A as conjunct.^ 


4 This is not a mere piece of theory. It will be found that melodies in the G 
and A modes (the Mixoiydian and Aeolian) throw much emphasis on the seventh 
note, the terminal of the second tetrachord, which those in the other modes do 
.not, at any rate to the same extent. ■ ■ 
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The mode of D was, we said, the historically prior of all these 
modes. Its tetraehords are disjunct and similar. We may keep 
them disjunct, but make them dissimilar ; in which case we get, 
for instance, the A mode transposed down to D : 

Bx* 

2ia 

Also in these two forms of the D scale we may sharpen the leading 
note, in which case we get respectively the ‘ascending^ minor ; 

and the ^harmonic ^ minor : 

Bx. 

216 . 

By these three methods^ (1) similar tetraehords, (2) dissimilar tetra- 
chords, and (3) scalar alteration, we can account for all the modes 
we know. There are of course other ways of accounting for them, 
but this is the plan on which the Indians have worked ; only they 
have carried it further and included every practicable combination 
of both tetraehords. 

With them modes are ^pure^ {mddlia)^ or ^ mixed ^ {muhra^ mn* 
klrm)^ or ‘altered’ {phdydlaga^ %dlankd). 

They are ‘pure’ when the two tetraehords of which they are 
composed are similar. In theory every note of a Rag should he 
consonant (samvddz) to some other, and the effect of this would be 
to make the tetraehords similar, as we have seen that they are 
in the European modes. But they are similar in others also, such as 


Blmirau. 



where every note is consonant to some other, and C doubly con- 
sonant; and 


Bx*' 


^ in which not C, but Ah is doubly consonant. Modes are ‘ mixed^ 
when the tetraehords are dissimilar, as in 
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Bifasl:iiS.nI Tod!,. 



in whicli C and Ab are doubly consonant, but B has no consonant. 
The Greeks also knew these inodes, called them, by the same name, 
imoi and defined them, in the same way. 

^ Aliered' modei. The words cMydlaga and sdlanka mem different 
'things, CMgaiaga^ lit. shadowy is used .in the Pan jab, and p.rob« 
ably elsewhere, to mean a' mode in which the B has been flattened 
(or the Bb sharpened). Sdlanka is not' a Sanskrit -word at. all. It 
is a piece of memoria' UeJmiea^ The seventy-two mekikartm are 
divided, into thirty-six with FtJ, Suddkawadhgama^ and thirty-six 
with F|, Pmimadkyama y and Sdlanka is the first melakarta of the 
Pratimaihgamas, It therefore came to be used as a general term 
for any Itdg that had the F sharpened. At present CMydlaga seems 
to be used in Hindostan for both the adventitious Bb and FJ, and 
Sdlanka similarly in the Carnatic. Simple instances would be : . 


JliiBjoti. 



in these the Bb and FI are alternative, not additional. The 
principle is extended to other notes, E for instance, in 


Besh. 



This does not account, however, for all the varieties, and the 
subject needs more investigation ; still it carries us some way. 
All three kinds ('pure’, ' mixed and ^altered') are known to 
Bliarata, though he namiM them differently. The 'mixture’ of 
dissimilar tetraehords he calls the 'twilight of the Pag"* {jdil^ 
sddAdfam). For the 'altered^ Bag he gives no name, but he 

^ The higli-soiinding names of the seventy-two South Indian melakartas are 
arranged on a plan so that those who know the hey of it can tell at once from 
: the. name . what the constitution of the partienlar mdakaria is. 
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explains^ that the Ma-grama can he formed directly, as we should 
say ' modally from the Sa-grama 


C D E 


F G 1 B C 

FGABcl)EF 


and also ly reckoning {eamkhyend), as we should say ‘ by scale \ 

C D E F G i B C 
C D E F#G i B C 

He speaks also' of the lower tetrachord {mandTagat% lit* low-going) 
and apper tetrachord high-going), but he does not explain, 

apparently, how the ^ twilight ^jdtu were put together. He tells us, 
for instance, that the eompound {vikrta) jdt% m]gakmiik% is made 
up of 


and 


aandharl. 



but he does not explain which elements of the simple were 
taken to form the eompound. A knowledge of this would con- 
tribute a good deal to the history of JSdga, 

Students of ancient Greek music agree in this, that there came 
a time when the Harmonid was replaced by the Toms. The change 
may have taken centuries ; it was placed on record by Ptolemy 
(a.b. 150). The Harmonid^ (lit. joint, union, apposition), which 
was a section of the gamut consisting of two conjunct tetraehords, 
was not associated with any definite pitch, but adaptable according 
tx) the singer’s needs. The Toms (lit. tension, pitch) was likewise 
a section of the gamut, but consisted of two tetraehords plus the 
disjunctive tone (which might be between them or beyond them) 
and formed a complete octave, each Tonos being calculated from the 
same pitch. There seems to be no record in the ancient writers of 
the Tmwi having been simg upon a drone-note ; Gevaert makes no 

» adh. 28, H, 86. 

® Monro explains this as * adjustment ’ in the sense of Hunting*. It seems 
Qot; impossible that it names the * joining* of two tetraehords to form a hepta- 

ahord. 
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mention of , and , ,ifo uoMj tbe m.odem word for drono^ is not ia 
Liddell & Scott. But Pachtikos^ speaks of the drone as being 
^an indisputable .relic of the. original musical system ^ ■ A.nd 
though the .silence of 'SO obsermnt 'a, people as the Greeks is diffi- 
cult to get OTer, it is Just possible that they took so obvious a thing 
for granted.^ In the' Ilarmofim the notes were related according to 
their functions^ {kaia rkmamin) ;■ the extremes of the tetrachord 
were fixed (Medeko'ies)y.the intermediate notes were ^movable® 
(kfmuMm pep/miote^, or kmoumenoi) and were distributed within 
a certain prescribed ^ locus of variation^ (topos fes kmeseoi}^ The 
functions ^ of the intermediate notes meant therefore, apparently, 
their relations to the extreme notes' (of the tetrachord). In the 
Toms^ m the other hand, we see a segment of a stereotyped scale 
(of two octaves) in which the ^functions’ of notes within the 
tetrachord are, though they still exist, no longer of importance, 
but the individual notes of the scale are related according to their 
^ position^ {kata thesin) with regard to some one of the notes of this 
scale taken as tonic and, in India certainly — in Greece perhaps — 
supplied with a drone. 

Unfortunately it is not possible at present to give such a detailed 
account of the Indian Mmcham (the equivalent of Harmonid) i 
more will perhaps be possible when Bharata^s been 

adequately translated. He speaks of the Predominant (amh) as 
the foundation and source of musical charm {rdga)^ as determining 
the tetrachord (anga) above (^ira) and below as distinctly 

perceptible in a combinatron of different notes, as a prominent 
(laiin) note provided with consonances (mwMi) and assonances 
{ammdil), and' as giving birth to the. initial and final 

{nfdm) and to three other notes of which the meaning is not given ^ 
{vingim^ apa7igdm^ and but which help in some way to 

constitute the tetrachord. ' The initial and final are definitely said 
to begin and end the tetrachord, and ■ the'. initial is always a Pre- 
dominant, , Finally, the^ Predominant may, according' to the par- 
ti3iilar mode, be any one of five notes;, and this seems to fix the 
meaning of Predominant' definitely ^as the note of . conjunction of 

■ Athens, 1905,' Introd., iviii. ism tmUf hoper ananiir- 

tUos einai bebaion Uipsanon prohyparchous^s harmonikBs mowst&gs, Scheitaif &c. 

., There is.:n.<>'nie!ition of, the .drone in the Sanskrit, theorists either. 

® Bttt at least it is clear that they named relationships to. the terminal {ny&sa)» 
and are therefore analogues to the Greek . : 
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two tetracbords ' : for if modem Indian, rdffm are analysed they 
will be found; if *pure' or ^ mixed to contain from one to five 
possible points of conjunction' ; 'if altered ^5 more, 

■■ 'So'tbat the amh^ seems'to take exactly the place of in 

Greek music; and bas the same sort of satellites round it. Mai^- 
^ aceumtely translates meseySJid it is. on the face of 

it likely that they named originally the same musical fact. We 
tonst digress , for a moment’ to' discuss mailyama. 

■ It is noticeable that only two notes of the scale have .names with 
^ an ; assignable 'meaning— middle, mA ..paficamay fifth, 
f bom of six^), might make a similar .claim ; but the., ex- 
planations of it - have hitherto been fanciful.^ ■ Madh^arm , mA 
panmma memxtAoof neighbours, and of these mudh^mm appears 
to' be. the older name, i. e, to be applicable to an earlier state of the 
scale ; for '' (!) they can hardly be contemporaries, otherwise they 
would have ' been called miurtM (fourth) eXiA pamama^ MiA ( 2 ) since 
no other note^ is named by an 'ordinal number this particular note 
jwicasffla app«rs to be so named for distinction, possibly from the 
(with which it 'Constantly disputed the hegemony). 
From the earliest times the scale is quoted as consisting of seven 
notes, the eighth being a -repetition; and the madhyama divides 
these seven, in the same way as the mem^ into two tetrachords. 
It may be added that as the other four notes of the scale {MMa^ 
GmdMm, and NisMda) are all apparently place names, 

they may have been adopted into the scale as the local way of 
passing from one end of the tetrachord to the other, and hence are 
of the same nature as the Greek Mmumemi; and this survives 
also in the modem scale, for it is these notes, and no others, which 
are liable to be made flat {Jtomal) and very jfiat {atihomaV), 

But by Bbarata^s time all the eight notes are clearly defined; 
they are, as we should write them, (0) D E E G A B C, because the 
old theory names the upper extremity of the mata. The madlyama 
is the note G in a scale C-C, - not, as before, in a heptachord D-C ; 
and he has a great deal to imy about it. - It is the' ^ eldest {jyr(mafd)y 
the ^ imperiAable ’ the *note fixed by the singers of the 

Sdmamda in the Gandiarmkalpa* (musical treatise), the ^note 

^ The word meaBs a of' a ■wiiole. Sine© it appears in mamiBcripts 

indifrerently with anga (< part *), which is a name for the tetrachord, am^a may 
originally have meant tetra<diord (ie. < part' of the whole murckana), and later 
the note on which the tetrachord storied. 8 See Chapter X. 
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wHch would still satsist thoagli'all ibe other notes' of the mode 
should disappear This' last delightful hyperbole corJd not have 
been applied to ' the which, to it regnlated'^ the notes in 
its tetrachords, was ■ itself liable' to . be shifted, and the tetrachords 
withit* 

In modem 'mnsic P£3^ is the ‘ imperishable ^ note, Le. it is never 
sharpened or iattened as are the other notes, with the exception of 
8a, So that we see, here perhaps the transition from the hepta- 
chord consisting of two conjunct tetrachords meeting at' the ma- 
(IM^amMy to an octachord based on the Fifth-relationship of Sa and 
Fa (the new madk^ama) with the movable am>h doing the work of 
the old 'fixed madli^afBa, In other words we have the transition 
trom the Harmomi to the Toms, , / 


An instance will make this clearer : 



is a mmckam with two similar tetrachords and with its madhyama 
at A, A, then, is the note of greatest emphasis. Songs sung in 
this mode came to have a certain character whatever it might be; 
let 118 say, sombre. They would then lie on the whole in the upper 
part of the compass of the mode — not necessarily in the upper 
register of the voice, for the mode might he taken at any pitch — > 
and the Predominant note (early later would con- 

sequently lie low in the song. In order that the low position of 
the A, on which the character of the song depended, should be 
effectively felt, a note about the position of P, let us say, assumed 
the character of fundamental note — the murc/iam had of course, as 
such, no fundamental— and if instruments were used, this funda- 
mental was furnished with a drone. Thus the murchana {Marmonia) 
passes into the .J?«y (jro;w) : 



Dr. Am, 


and the madhyama (A) of the murchana, the meeting point of two 
similar tetrachords, becomes the amna of the Rag, the central note 
of the temUum, while a new note, C, is now the ^ imperishable \ &c., 
madhyama of the Edg, But in the new Rag there was no need to 
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have the tesBiiura always in one place, since the character of songs 
that might be sung in it varied; and it might be moved, without _ 
doing much violence to the Mag, to any note except Bb and E (of 
this particular Mag), because at neither of these points could the 
aml^a be the meeting point of two tetrachords. If it moved to 
either of these points, Bb for instance, there was a tendency to 
flatten the E and so to develop a different Mag, 

Let us try to realize this in a melody ; 

Sliard^ila-vikridita.i 



If we put away all thouglits of a tonic as we understand it and 
simply- pick out the most prominent notes of this tune^ we should 
probably say that in the first eight bars they were : 


in the next six: 


and in the last six : 


i. e. a and A twice, and D, E, F, and high and low C once each. 

The scale therefore might he written : 

Bx. 

S 80 . 

It is difflcult for us not to attach more importance to the low C 
than is here shown; both because the tune appears to end there, and 

' Shardula-^vikridita is the name of a Sanskrit metre ; and the rhythmical aspect 
of this melody is discussed in Chapter YIII. 
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the D is not thereby made the tome either ; in fact^ there 
is BO tonic exactly in onr sense. Also, - we do not easily -put oiir*' 
selves into the-, frame of mind of a person who knows not two 
modesj but from 63 to 162 , and are not- so easily content to leave 
off Tip in the air, so to say. 

Bnt though there is no tonic as we understand it, there is a Pre- 
dominant (G at the beginning, A in the middle, and either G or 
A at , the end of the song). So that the song is conceived as in 
one of two modes (?mre/iam)» 


Now Indian songs, and probably other non-harmonic songs, are 
seldom sung twice in the same way, however small the variation 
each time. Some singers would tend to give prominence to the 
G of I, some to the A of II. There would also be many songs 
similar to this one which might be considered to be in mode I or 
mode II according to the particular singer. These would form, 
a class ; and the class would depend largely on the character of the 
woid^ — sad songs in, one class, merry in another, and so on. The 
words of this particular song are of a reflective nature. And 
reflection is associated with a low * lie ^ of the voice. So that songs 
in these modes might well keep the G, or the A, for their Pre- 
dominant if Jubilant, but if reflective might drag it down to the 
consonant (sammdi) note D, or E. 

Next, if we suppose that with the progress of music this general 
tendency to have a high Predominant for some songs and a low 
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one for others becomes more defined and scientific^- the need would 
arise to determine precisely how high or how low ; and a note 
would be taken and enforced from which to measure the height of 


the Predominant. This would be done solely for the musical 
reason of giving more decided character to the tune, of making 



explicit what was before implicit. If then a low ^ lie \ such as D 
or E, was required by the character of the song, and C was chosen 
as the measuring note or drone, its ^mode* wotild now become 
a Ed^ (particularized mode) of the form 


The Ed^ of this particular song is stated to be Mand, a Md^ used 
in the late evening (a possible time for reflection), and it will be 
seen on tummg to the list on p. 151, No. 12, that the Predominant of 
Mand is given in one part of India as D and in another as E. 

A musical purpose of importance is served by this Predominant 
and its consonant. One of the most effective resources of melody 
is appoggiatura, i. e. the delaying of a note, the raising of pleasing 
expectations. This melody from Tristan, for instance, 


owes almost its whole force to the enhancement by appoggiatura of 
some simple scheme such as : 


The essential condition of appoggiatura is that the delaying 
note should be felt to be only transitory and the delayed note 
to be relatively fixml or permanent. This is effected in our music 
by the harmony, caressed or implied, which moves on from sub- 
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stantwe fcO' passing chord, and. forces the delaying note to yield. 
Thus (fiiihstaiiti¥e chords (<*) and passing chords (i)) : 



And the same is trae when the harmonies are only implied, as in 
the first four bars of this passage from the Ninth Symphony : 



Here the hannonies, implied in the first five bars and expressed 
in the last five, are 



and at every place marked h the melody gets a purchase on one of 
the constituent notes of these. 


But when there are no chords at all in question the substantive 
nature of the delayed note has to be established in some other way. 
In Indian, as no doubt in ancient Greek and probably (see Chapter 
VI) in the ecclesiastical melodies, this is done by the Predominant 
{mma^ me%e, reciting note) ; notes receive the force of appoggiaturas 
as they delay this. Thus, in the melody with which we are 
dealing, D being Predominant and G its consonant (both estab- 
lished by long association) and C the drone (generally expressed), 
we have appoggiaturas {b) 

I* % 
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leading to a substantive note {a) which is either the amia (D), or its 
consonant (G)> or the drone (C). This, is ; a particularly, easy Mg 
for ns, becatise C, Q, and D are notes we should' have no difficulty 
in feeling to be important; hut when, in other Rdg^^ D and A> or 
Eb and Ab, are am^a mi samvdM it is not so easy to feel the 
musical impulse, though it is not hard to understand the principle. 

As we have been tracing points in common between Indian and 
Greek music, we may notice two more. One, that the salient 
distinction between the two gramas is found in the four notes, 
r G A B of the 8a<^grdma and EGA Bjj of the Ma-grdma; and 
this was precisely the distinction between the Greek ^lesser 
complete' and ^greater complete^ systems. Only the problem 
presented il^elf differently. In Greece the scales were : 



and 



and 



The other point of resemblance lies in an apparent recognition 
of absolute pitch. The lowest note of the Greek systems (the 
proslambanomenon} was of the pitch, 

24 ^ 6 . ^zror:: : :; 

and the lowest note of the the oldest instrument of India, is 
that same A. It is difficult to say how.far Indians were ever, or are 
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Bow^ conscious of absolute pitch* There is an interesting com- 
parison of the notes of the scale to the cries of animals. Sa. is the 
note of the peacock. of the cMtaka^ the bird of the rainy 
season. Ga^ of the goat. of the' crane. p£s, of the M‘4 

generally translated cuckoo, but bearing no resemblance in its Tocal 
achie¥ement to our bird; it hammers out- a single note when 
making love in the spring, and its mate joins in, invariably at the 
distance of a tone, and perhaps a rival lover at the distance of 
a semitone. ■ PAa, of the frog. iVi, of the elephant. . This has 
been quoted as showing that the scale was conceived as a matter 
of absolute pitch ,* and there is some evidence that the cries of 
animals always keep the same pitch. It may be so : it would 
require special knowledge to decide this point. On the other hand, 
the musicians of to-day have no name for and no means of deter- 
mining absolute pitch ; and they are not usually backward in 
coining names for, or in devising simple methods of putting into 
operation, any ideas they may possess. 

The theory of grama has remained barren, just because it was 
a mere scientific tabulation and did not sufficiently take account of 
the whole musical fact. It is true that the system of the Carnatic 
is arranged in accordance with it, and that the musicians of Hin- 
dostan hold it as a pious belief. But the musical science of South 
India is sadly over elaborated ; and that of the North has followed 
quite another classification (see Chapter VI). The essence of the 
modern music lies in its numerous and intricate which, being 
modes calculated from o.no tonic and having the compass of an octave, 
correspond in so far to the Tomi ; but which again are very unlike 
them on account of their being sections not of one scale common to 
all, but of a variety of scales which practically refuse to be co- 
ordinated in Northern India, though not so much so in the South. 
Indian music has in fact retained in full force what, after the 
introduction of the Tonoi^ Greek musicians only faintly felt, that 
distinctive Uhoa of which Plato and Aristotle spoke so enthusi- 
astically.^ 

Broadly speaking this transition from the heptachord {murcham^ 

1 This may explain why> even to a foreigner, the in the North seem to 
have more individuality, and why the tone of voice in which natives of Hin- 
dostan speak of Carnatic music sounds a little apathetic, whereas Southerners, 
though for the sake of association they like their own Bagams best, always 
seem interested in a Hindostani singer. 
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fiarmmm) to the octachord tmoi) is the passage from the 
domiBatioii of the Fourth to that of the Fifths from vocal to 
■iastmmeutal music.- The voice discovers the consonance of the 
Fourth before' that of the Fifth. Its upper notes are the more 
powerful, and the overtones accordingly more audible. Conse- 
-quently it is in singing the upper notes that the desire to reach 
a consonant ' note chiefly makes itself felt. A bass voice^ for 

instance, is singing The E above it sounds clearly 

iu' his ear : but it is beyond bis compass ; he- therefore lakes the 
lower E as the most obvious consonance. With instruments, how- 
ever, the case is reversed. It is the lower notes that are the most 
powerful and yield the clearest overtones; and with these the 
Fifth comes to be appreciated more than the Fourth. In this 
respect, besides that mentioned above, the music of the Carnatic 
shows signs of greater age — of having begun earlier that is^ and 
lived longer, and reached a further, not necessarily a higher, point 
of development. The is there less a vital element of JSdgam ; 
musicians often cannot tell you which note is am^a, and the songs 
make little account of it. This shows that the consonance of the 
Fourth, which the principle of amm emphasizes, is less keenly felt 
there. And again the songs tend to close on the tonic or the 
Fifth, whereas in the North there is no such preference ; they may 
end anywhere, but do, for choice, on the first note or with the first 
phrase of the song, on whatever note it may bring them to rest. 
Here, for instance, is a typical Carnatic phrase (cp. Ex. 379) : 



with the tune ranging down and up and down again over a Fifth 
and closing with some pomp on the drone note; as against this 
Hindostani phrase (cp. Ex. 380) : 



which closes, it is true, on the same drone, but seems to pretend 
that it has reached it by an accident, and strongly emphasizes the 
Fourth (C) of the mode which is in this {Mdlkos) the Pre- 
dominant. 
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SAGA 

11! take mj pipe and tiy ■ 

The Phrygian melody ; 

Which he that hears 
Lets through his ears 
A madness to distemper all the brain ; 

Then I another pipe will take 
And Boric music make 
To civilize with graver notes our wits again, 

Randolph. 

The of Hindostan vary ^ so much with the locality (those 
of the Carnatic less so) that there seemed to be no better way of 
showing them than to place in parallel columns the as given 
by, different authorities (see the Table of opposite). In the 
first colnmn appear sixty -three as given me by Ashreka Ganga 

Eam^ whose teacher was Balwant Rao of Gwalior^ a state which 
has a high reputation for music. Ashreka seemed to be particularly 
sure of his knowledge; and from no one else was I fortunate 
enough to get any certain information about the which employ 
quarter«tones (see Nos. 2, 26, 33, 35, 36, 40, 41, 49 in App. II). 
The second column is taken from the Bdhangit-hodk (Juvenile 
Singing Tutor) of T. B. Sahasrahuddhe, of the Poona Gayan Samaj 
(singing school). The third column is extracted from a list of 
eighty-three Rags in B. A. Pingle^s Jbtdmn Mmic (Bombay, 1898) ; 

i All the same, a M§ is one tbing, not' several. It is, as wiE be, seen, so 
sharply characterized that although in this or that respect one Rag trenches on 
the domain of another, yet it never does so, in all respects, and therefore a change 
of one of its constituent notes does not obscure its individuality ; just as a man 
through all sorts of not easily definable varieties of vocabulary or pronunciation, 
or even grammar, may yet be speak,ing pure ^ English. This is what an Indian 
believes, although he will tell you in the same breath that the Rags are to be 
found in their purity only in the school of m,usic to which he belongs. The 
true of which all those with wM,ch the traveller meets are manifestations, 
is stored up in the heavens— or in the bosom of the most educated musician, 
whoever he may be. 
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the mordents show where he places the wMreMmms (grace notes), 
and the murchhana comes as a rule ' on the aMia ; as these 
murcMami are generally a Fourth or a Fifth apart the list 
confirms the fiew that the am*^a was placed at the limits of the 
tetrachords. The list in the fourth cokmn was given me, in 
response to a request for the thirty conimonest and most popular 
Mags, hy ' Upendrakisor Bay of Calcutta; and of these he named 
Nos: 2/10, ,11, 14, 32, and 60 as quite the commonest of all 
^This list^, he writes, ^was ohtained by analysing a collection of 
more . than one thousand songs. But its value is ' somewhat im- 
paired by the fact that most of these songs were popular, not 
classical. Writers of popular songs are not always good musicians, 
so their opinion as to the rdgas has to be accepted with some 
reserve ; the popular Beh%, for instance, is C D E F G A Bb C, 
popular Lalit is C Db E F G Ab B C, popular Multan is C D Eb 
Eti F G Ab Atl Bb Bfl (as compared with Nos. 60, 42, and 
41), With regal’d to the descriptive epithets, which are interesting 
to compare, and which on the wdiole agree with those of the second 
column, he says — give them with a good deal of diflidence; in 
fact I am not very sure about the majority of them. The quality 
of restraint is a predominating feature of Indian music, and this 
precludes any free exhibition of the emotions. Our gaiety and 
sadness often merge into each other : our most impassioned passages 
fail to stir anybody up. There is any amount of enjoyment of the 
deepest kind, but it is undemonstrative and reposeful ; it leads not 
to action but to abstraction.'^ 

In these lists the notes shown by a crotchet head are those which 
are comparatively lightly touched; which are (1) used in ascent 
only or descent only, as the Btl and Bb in No. 11, or (2) are more 
or less optional, as the F and F# in No. 63. In this Mag the 
usage is E F E and G FJ G, never, as a rule, E F# E or G F G ; 
while in the passage from E to G, or the reverse, either an F or an 
F# may be used, but Fj{ more commonly is used. This is very much 
the same as the mediaeval Mnnca Jicta, And (3) some Mags are on 
their way from being transilient to being complete ; though all the 
notes are potentially there, some of them are as a rale Jumped. 
This is the case in No. 60, where the D and the A are occasionally 
heard, but never dwdt upon. It did not seem worth while to go 
into the details of each Mag in this matter, even if sufficient and 
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seciimte knowledge had been fortheoming; but these three principles 
throw good deal of light on the conception of Bag. ■ 

The b or | over a note means the lowering or raising bj some 
kind of see p. 117. 

The mark [=] under a note shows the Predominant {aifgia). 

Gtaka [Gr] and Wgam [Nj] are respectively the notes on which 
a melody is supposed to begin or end ; this rule seems not always 
to be obeyed.^ The final note has nothing like the importance it 
has in, harmonized music. 

Buddha [Shud] means ^ pure Chdydlaga [Chaya] means tran- 
sitional ^ (from, Chdgd shadow) | Sankirm [Sank] means * mixed ^ ; 
and mkm ' [vakr] is literally ^ crooked ^ and means that the notes 
are taken not in direct order from Sa to Sa^ but that the Bag has 
certain melodic figures as characteristics. 

The twenty-four hours are divided into eight watches, beginning 
at 6 a.iB. The Hindus attach much importance to, and are 
wonderfully unanimous as to, the ascription of a Bag to a particular 
hour of the day or season of the year,^ although ^ advanced^ 
musicians may be found among them who say it has no meaning. 
A musical distinction, however, may be extracted from the B/^s 
themselves, independently of the melodies sung in them or of the 
words to which these are set. Taking column 4, an analysis shows 
that if we may divide the jBdy,!? into ^ sad * and ^ merry the *^sad^ 
have an average of three flats to an average of two flats in those 
which are merry*. Again, if we divide them into morning and 
evening Bags^^ the morning have an ranging about G, the 
evening about E. And the same thing, though in a less marked 
degree, may be deduced independently from the second column. 

^ And this makes it probable that it is not the true explanation. There is 
another, quite different. The Omfea is the note which an individual singer 
chooses for Ms Sa, ' Thus if a bass voice chooses C,. a tenor would take F, and 
a soprano Bb. The Gfraka is therefore the * clef % And this seems to be in com- 
plete agreement with the statement in Bharata that the Orate is identical with 
the am^a. It seems probable that prate originally meant the upper and np^a 
the lower extremity of the tetrachord (a^fpa), and' that these meanings have 
been forgotten. 

* The first thing, sometimes the only thing,'' that an Indian who is not very 
familiar with the science of music can tell you ''about a particular MSp which is 
being performed is that it is a morning, or that it is an evening iSdp — though this 
perhaps does not prove more than that the Baps are as a matter of fact confined 
in their performance to the appropriate time of' day. , ' 
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So ttat there is a real miisical basis for this aseription of time of 
day and of The ascriptioa of time of year, is possibly more 

'faBcifal. 

Bat the truer explanation of this deep-seated feeling is more 
likely to lie in the history of RagUy as far as we may hope to know 
it What is, anteeedently probable, and, indeed, is evident from 
the data in the first two chapters of this book, is that songs were 
sang long before Edga as saeh was formulated* ^The Hindu account 
is that there were four sources of Bag: (1) local tribal song, (2) 
poetical creations, (3) the devotional songs of the mystics, and (4) 
the labours of the scientific musicians. The principal ground for 
this belief is, no doubt, that all four causes are in full operation in 
India to-day, and are evolving the Bags of the next thousand years ; 
a secondary reason for thinking it to be the case is to be found in 
the names of Bags such as (1) Kdmddy the Carnatic ; (2) IIMoiy 
a swing; (S) Jogi, a mystic; (4) Sdrang, from Ssrangadeva, a musician 
of the thirteenth century; ^ The most important of these sources, 
because the most constant and widespread and unconscious, is the 
first— tribal song. Unfortunately, we do not yet possess nearly 
sufficient data to enable us to trace the actual formation of Mdga 
from this source, for India ; but we may get an idea of ifc from our 
own Folk-song. 

The fourteen versions of a song variously called ‘The seeds of 
love’, ^The sprig of thyme &c., given in the annexed example, 
have been taken from the volumes of the English Folk-song Societfs 
Joumaly and one of them from Sharp’s Folh^^songs of Somerset 
When the English counties have been thoroughly explored, there 
will prove to be not fourteen, but very likely forty or four hundred 
of such versions. The first seven of these are, however, enough to 
show how a melody may take various shapes and yet centre in 
a common mode ; and also how by a slight shift of the centre of 
gravity, brought about by the battle of its several phrases for 
supremacy, the melody slips from one mode to another. At the 
end of each melody is set the scale in which it appears to lie, with 
the strong [balin) and weak {alpa) notes marked, and after these 
the name of the Bag to which in principle, though not, of course, in 
detail, this scale corresponds. 

Supposing a variety of scales to have been brought into use by 
tribal song from various soutces, next comes the poet and weaves 
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Ms them. He spealss of six. original Ra§% 

wki^ ' itddha' (pure). The six are Yarionsly given. The 
six of the Mdgaviiodha^ as authoritative as any, are, though iiiader 
other names. Nos. 18, 26, 37, 47, 49, 51. Of these, modes were 
taken, sometimes called, murchana (rise and fall), sometime ' jra/l 
.(specie). The next step was to cross they^^^ and produce' hybrids ^ 
(GM^diaffa, Smlirm^ Sdlanka^ MiSra^ The -poet speaks .also 

of the six onghml Jid£f» having wives (6M^a) and sons (|?w^m), and 
it seems hardly worth while to translate these into the. plain pro.se 
of ^ mode* and ^ hybrid^. The exact pedigree of the puiras smms 
to be irrecoverable : their names are all there (though no two lists 
give them alike), but not a trace of form or feature. 

Meanwhile the philosopher has been at work upon the psychology 
of the music, and, without any special theories as to the emotional 
value or the ^mental effect^ of this or that note or combination, 
determines on general grounds the MAoi of the -Kdy, its appropriate- 
ness to occasion or to circumstance, or its effect upon the boiy, or 
its affinities with the various affections of the spirit or aspirations 
of the soul. These views linger in some of the names of the Rdg4( : 
IHn^Aa-{puria), ^of the dskj^f Sidm-(lkalidn)f evening*, JBasantj 
^ spring % (Gaur%'-)man0^Adri^ ^ -plying to the mind^; or in the 
legends about them, as of IMpaA No. 49), which en- 

flamed not only the mind, but the body of the singer so that even 
the Jumna could not put out the fire. Descriptive names of this 
kind were commoner and more elaborate in old- days. The famous 
Makd-vynt-'paUi (Sanskrit-Tibetan vocabulary, seventh century or 
later) has a list of sixty the translations of a few of which 

are — ^^with a voice like the thunder-cloud *, ‘ like the trumpeting of 
the elephant *, ^ like a sparrow *, ‘ like the serpent king *, ‘ like India*, 
or again, ‘ smooth *, ‘ refined *, ^ making fully to comprehend *, ‘ not 
puffed up *, ‘ delighting every organ *, * having the chief voice in all 
sorts of "sounds *, and so forth. 

Last of all, when by these three processes the number of Rdgn 
had reached hundreds or thousands, came the mathematically- 
minded musician who tabulated the scales as deviation from 
a normal scale (grdma)^ calculated the departures in quarter-tones 
(£ruit)y and rang the 13678 changes (prasidm) on the seven notes 

^ I have been unable, however, to find any explanation of the way in which 
this was done. 
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; reduced the 108 traditional ways of counting : time by 
syllable i.e. a development from the longs and shorts of 

poetry, to thirty-five ways of counting it by time-unit {mdird^^ lit. 
syllable) which are rhythms (tdla ) ; and provided both' lidg and 
Tdl with an intricate inemoria ieehmea to which not every one 
possesses the key,^ ■ This kind of ■ musician is commoner in the, 
Camatic than in Hindostan, where theory has reared a less 
imposing edifice. ; . 

The aesthetic effect of the amia is important. 'Whatever may 
have been its origin — and there is every pi’obability that it was the 
tonic in the same sense as the Greek mese — its present function is 
to define the tesaiUira. With harmonized melody we are not 
accustomed to think much about this — until perhaps we have to 
consider what sort of song we shall be able to sing when we are 
tired.^ But in unharmonized music very much, more than any- 
thing else, depends on the general level in which the song lies. 
A song with a high tesdtum has quite a different character from 
a song with a low one. It was in this very point that in Greece 
the ^plaintive’ modes (e.g. the Mixolydic) were distinguished from 
the ^ soft and convivial ^ (e. g. the Lydie), according to Dr. Macran 
{Harmonies of Arutoxmius^ 1903, pp. 39-81). An example of the 
plaintive kind of Greek song with a high tessitura (and the Mixo- 
lydie fifth) may be seen in Pachtikos (Aismata Helleniea^ Athens, 
1905, No. 133), a funeral dirge circling about B, Bb, and A, and 
descending to a tonic E. There is no doubt also of the low position 
of the amsa in the convivial Kalians (Nos. 50-59), or of its high 
position in the serious jBAairaiM (82) and Bhairav (37). Similarly, 
the theme of Mozart^s Clavier Sonata in A major owes perhaps 
some of its alertness to its high, and that of the Choral Symphony 
something of its restraint to its middle tessitura ; but we can hardly 
be said to have erected this into a principle of our art. 

An English-speaking Indian habitually chooses the word ^tune^ 
to translate Bdg, And the fact is he does not attach much impor- 
tance to the tune of a song. A song may be sung in many ways — * 
the more the better, as a rule — so long as it is within the well- 

^ It is noteworthy that both vtiMra and akmro, are terms of prosody. Cp. the 
early reekohing of musical time in Europe, Oxja^d Mistory of Musk^ vol. i, 
p. 16S 8e<|. 

» See Chinnaswami Hudaliar, Orimial Mitsic^ pp. 16 and 26, 

* Aristotle spoke of modes with a low mess as * old men’s scales ^ 
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defined limits :of, the, on the other hand^.the least departure,, 
from ihe , prescribed notes surprises us^ not; always ' pleasurably. 
This has one ad¥aiita,ge^ at any rate^ that it is unnecessary to record 
Indian tunes in notation. The names of the Mag% to which the 
GUa^Gotmla (eleventh century) was sung have been preserved^, and' 
even in the absence of a notation it is open to any musician of 
to-day of sulScient skill to sing them as .expressively 'as Jayadeva 
himsel.l , 

On the other hand, the absence of definite melody precludes 
con.certed music. Several rehearsals are necessary in order to get 
a dozen people to sing a hymn in unison, and to overcome the lust 
for ^ grace and emiirappuuio alia mente. When some years ago 
Bande 3Idiammw^s being sung there were probably six different 
versions' at half a dozen different street comers of Calcutta, of 
which the following, taken down' from the lips of a blind man in 
Dalhousie Square, and sung at the top of his voice without causing 
a single passer by even to turn his head— so little did the mere 
tune convey anything — is one : 


Jfoesfeso. 


Ban-d© mi-ta-ram sti-Ja-iEm su-fa- lam Ma la - ya-ja-sM-ta- 


lam ■ ' Sho-shya sliya-mala kh© trim ' Ban - de mi - ta - ram 


Ko - ti ko - ti kan41i0 Ka4a ka-Ia ni - ni - de ' Bi sap ta 


ko - ti siiob-fe© ,ka-ra - ba ' - I© 


I bow before tbee, 0 mother, who ait washed clean by rivers, by rain- 
drops, bj oceans. By the kelp of thy life-giving waters and the free breezes 
born in the Malaya mountains tby crops yield and fcby fruit-trees bear. 
A thousand thousand nurtured on thy lap are making prayer to the 
Almighty Father and to thee. 0 mother Burga, in your ten hands you 
have as many weapons always ready to protect your children. But' because' 
we have lost our devotion therefore you have no sympathy for us. 


We have seen nothing in the facts of Eaga so far with which to 
meet a possible suggestion of the frivolous, that if you were to put 
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the phonogram of an Indian melody on to the cylinder fore part 
behind and hear the tune backwards it would sound just as well. 
One answer to this' would be that in that case all the ascending 
passages would come out as descending and vice ¥ersa, and that 
many (not all) ha¥e a distinct form for ascent and descent. 
And this in two ways, or at least as two manifestations of the 
same instinct. '■ The pentatom {odam) and hexatonic (iMdam) 
inodes, are often pure (as in Nos. 1 and 24), but sometimes mixed 
(as in Nos. 4 ^d 11) : in the. pure mode the ^leap ^ is taken abso- 
lutely ; in the mixed mode it is taken with a subsidiary grace- 
note, or in a sort of tentatwe way. In descent the ^leap^ is 
bridged by a passing note : 


in ascent, if it is not taken absolutely, the Toice climbs up to it, as 
it were 

Baa: 

252.1 

' ' * 

226 {^irdula-^vihridUa) for a moment we 
The scale is ^ ^ ^ ^ ^ 


weak note is B ; the gap A~C has to be negotiated, and 
thus : 


(No. 60), for instance, is divided into tetrachord (B C-E) and 
pentachord (E E G-B) with the gaps occasionally filled. We will 
take the tetrachord 


hut sometimes the E, is given as aimd ; they are 
prominent notes. Next in importance is 
effecting the passage from 
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while the desceBt front E to B may be by leap, but will geneally 
be by step: ■ 


&x> 

2m. 


e¥eii if heptatonic {mmpurna)^ there is still a feeliag 
that some' notes are strong {balin) and others weak {aIpa)^ 'mA. these' 
weak spots tend to be negotiated in, this crooked^' (rafe) way* 
And if the j&fy# are 'aetna% teansilien^ (mrja) they are apt to be 
mh'a in ascent, and to ha¥e the gap filled in descent — ^ratber than 
the other way. So that to torn ascent (drokana) into descent 
(ammiam), or wice Tersa, would be completely to falsify the jRd^. 
Other answers to the ^ frivolous^ person cooH be made on the 
grounds of Time and of Form (see Chapters VIII and XI). 

Similarly other ha¥e typical phrases : 


53 . 



55. Eamod^halidn. 



59. Hamir-'kaimn. 



57. Sham^halidn is not mhra. 


But it most not be thought that eveiy melody necessarily contains 
the typical phrase of the BdLg. In India, as in Europe, the rules 
are ^ the obedient humble serrants ^ of the composer ; he obeys them, 
of course, but in the spirit, not the letter, just as the best sculptor’s 
work approximates most nearly to, but never exactly coincides with, 
the nine-unit or ten-unit or other system which the case may 
requires or, m we ourselves should maintain, while a given chord 
has its typical r^olution, yet that music is chiefly to be prized 
which in obeying this ^rule^ manages still to say something .new 
that, when closely examined, really disob^s it. 
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What surprises us most in this music is its predominantly con- 
junct motion.^ Leaps of all sorts are taken, including those whieh 
do not appeal so much to us— the tritone and the augmented second. 
But if small they still have the character of being a, if not the, next 
door note ; if large, they seem to be merely a means of getting 
quickly to some other contrasting register. They do not seem to 
be used for the pure pleasure of the interval itself, as in many 




Contrast with these such a melody as the following ; 

Brahma Samaj hymns, Phrupad, Jhil* Surphakt. 

Ex*,: 
sea.: 



Tu-mi ja-di th&-ka ma - ne bi-ka-eha ka-ma»Ia - sa • ' ne 

* So little is there any idea of the possibility of disjunct motion that there 
seems to be no distinctive name for it. The leap of a Third is called Abhyucchrayaj 
‘pressed together^ ; of a Fourth^ Prasiaraj ‘extension*; and of a Fifth, himkdra 
(making the sound Him or Om, the syllable of the sacred name ; the application 
is obscure). A singing exercise in mixed leaps is also called vdrida (?). The old 
■words nigrahaf ‘ subduing* (sc. suppressing the intermediate note), and prawifa, 
* binding together (sc. the, neighbouring notes)— disjunct and conjunct motion 
— seen^ now to be forgotten. 

# A^ JM is a Bd§ without gra^e-notes. 



tu - mi 4© - im • mo-ra siir 


To -mi da - Im mo -ra k& - tii& ■■ tu-mi da -3ia mo -ra sur. 


Upendrakisor Ray’s translation. — Day by day shall I sing tby sweet 
song. Give tbou me the words, give thou me the tune. If thou abidest in 
mj heart in the full-blown lotus seed,^ if thou makest my soul overflow with 
thy love, if thou hearest my song, seated in my heart, if thy noble and 
beautiful eyes lend me the nectar of their glance, if thou on my sorrows 
placest thy hand pitifully, if thou from my happiness chasest away pride — 
give thou me the words, give thou me the tune. 


It is true this is a Folk-song, to which words have been added 
by Eabindranath Tagore, and a Mil (ie. without grace-notes); 
but it will do as well as one in a formal Bd^ to show the general 
preference for step over leap. 

Another thing which completely baffles our ears is the way even 
the conjunct motion is taken. The following hymn of the 
Brahma SamSj : 


® 'God abides in the innermost recesses of the heart in the form of a lotus 
seed. The lotus is the type of purity ; it may he offered, even when not fresh 
(w other flowers may not) unless previously offered to another. Hence ^ lotus 
lips \ * lotus feet', to 

i«ts < H 
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Bmhma S«naj hymns. Bag Sohani'J TSl Surphakta. 
'Prathama aditSla.’ J' “*130. ^ 

Astal ' 


Jj>l3l0g. 


-Crotehots or mimms would have hoen more appropriate ; quavers 

order to suggest the rhythm better. 

• •• I _Thy power is from all time; from 
radiance in’ the skies. Thine is the Arst word. 

afresh in the heart. In the firmament of 
and the stars. The wave of life vibw 


oaed in 

Upendrakisor Ray’s translation, 
tinie is tby supreme — 
joy lives in each new year 
mind glisten the sun and the moon 
in the atmosphere. Thou art the firat poet ; 1 
Thy deep-voiced utterances find voice in pra 
from all the world. 

sung as I heard it on their anniversary 
of twelve voices supported, in 
violins, with dram, was 
phrase marked (a) at the 
sort of sublimity which we recognize 
Samuel Butler’s ear on I — 

Both these peculiarities, 
motion, and unusual seq 
possible and almost demai 
are demanded as a means 


(January 25) with a choir 
unison, by a small organ and two 
extremely impressive. In particular the 
end of each section seemed to give it that 
_ those chords that smote on 

his entrance into Erewhon. 

a preference for conjunct over disjunct 
uences in conjunct motion, are made 
ided by the absence of harmony. They 
of contrast. Motion through the notes 
is no idra, of forming chords at all, dc^ not 
E and G say more or less the same thmg as 
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of Q Ab— a note with an. npwaard and downward leading mote— 
to pass direefc from ¥| to Afc» is a very striking divagation from 
the, normal, and gets a high value from the eonseionsness of the 
norm behind ..it» 

The claim is occasionally made that this music has harmony, or 
.a * sort of * harmony, in it. .Sneh feeling for harmony as is involved 
in the constrnction of a scale at all, especially of :sneh an elaborate 
and balanced. scale, or in the appreciation of the greater sonority of 
C G C over the simple C in the drone, it has. But of harmony, in 
the sense either (1) of the sequent intervals in melody being chosen 
for their consonance, or (2) of two notes being sounded simnl-, 
taneonsly for the sake of the consonance, there is none-; there is' 
less even than among the North American Indians whose mnsie,^ as 
far as at present investigated, is at a very early stage. And it seems 
impossible that there should be ■ any. Hindu music, though it has 
enormously refined the detail, has not advanced beyond the principles 
of Greek music. This may not ^seem an inducement to deny them 
harmony to those who still think that the Greeks had harmony. But 
at least this is true that harmony in the sense of the Organum and 
of Dufay did not become possible till the Greek modes had long lost 
any feeling of the mese (am^a) and of the functions {§unamm) of 
the other notes.^ And the first thing that harmony would do, if 
now applied even tentatively to Indian music, as some advocate, 
would he to get rid of that feeling and those functions, and with 
them of the grace-notes and all that makes Edg^ worth having. As 
the Edg now is, its notes are like the pieces on the chess-board ; 
harmony, by investing them all equally with powers of its own, 
would make them like the pawns. Hence the serious menace to 
Indian music of the harmonium, which has penetrated already to 
the remotest parts of India. ^ It dominates the theatre, and 
desolates the hearth ; and before long it wiU, if it does not already, 
desecrate the temple. Besides its deadening effect on a living art, 

1 There is on© curious |>oinfc of contact, the more curious that any direct con- 
nexion is unthin&able ;• the Chippewas draw a picture of a tune, by the help 
of which another man can sing it, and the Hindus set store by their JKapwdto, 
sets of paintings of gods or men affected by the passion which the particular 
expresses. See also Ex. 457, 

* That in virtue of which they fcoolc their part in the mode as eddi, s£i«cddl,&c, 

® I was present for an hour at a concert in Trivandrum at which this appalling 
instrument never ceased, and I found in the Salt Bange ^Northern Panjab) 
a * Teacher of Song and Harmoniuin 
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it lalsiies it hj being out of tune with itself. This is a grave 
defect/ though its gravity can be exaggerated; it could' also be 
lessened by a revised tuning* A worse fault is that it is a' borrowed 
instrument/ constructed originally to minister to the less n'oble 
kind of music of other lands.,. It has taken a century to invent 
and perfect the pianoforte; if she must . have the fatal facility of 
a keyed instrument, India could well spare a century or two for 
inventing something that should do Justice to her music* 

The question as to what foreigners are to make of this music is 
stiH more difficult. To add harmony to it is to kill it ; and yet it 
is impossible for Europe to understand melody except in terms of 
harmony. Harmony has been successfully added to songs whose 
musical thought is nearer our own in Stanford's If M 
Bourgault Ducoudray^s CAamons de la Basse Bretagne. But are 
the Chansons de la Grece et de V Orient a complete success? And 
is the problem quite so simple as Herr Polak^ supposes; though 
he exhibits the curiosities of Indian music, does he convey the art ? 
It is quite possible to select, as Lady Wilson ^ and others have done, 
those songs which have definite cadences — and there are a few — or 
even to invent cadences for those which have none, to give them 
a frankly European dress, and to suggest the kind of mood in which 
a foreigner listens to Indian music* That is a definite thing well 
worth doing; but it does not bring one any nearer to an under- 
standing of the indigenous art. The best authorities on Bengali say 
that it is untranslatable, and one has heard the same of Sanskrit ; 
and there seems to be no way of understanding the music except 
to set to work and learn its language. 

We now examine a Bag in practice, and for this purpose take one 
of the commonest — Tamankalidn. Of the three instances here given : 


yamankalian. 



^ Dia Barmonuirung indiseherf iUrkischer und Japanischer Melodten, Leipzig, 1905, 
^ Five Indian Songsj Paterson & Sons, 
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the first is a Svardvarta^ an exercise sung to the Svaras (Sa, Ri, Ga, 
&c.) used as a teacher’s model of the Edgy the other two are simple 
songs for children. We learn that the E is made prominent by the 
melody circling about it, or stopping there ; that the passage E-G 
or G-E may be taken as a leap, but that if the movement is slow 
an E# is inserted as a grace-note (not an Ft!) ; on the other hand, 
an F between two E^s is always made natural. Of the following 
songs, ^ Dukhera beshe ’ is a hymn of the Brahma SamSj ; I do not 
know why the mode is called muhra (mixed). ^ He mora debata ’ 
is a poem. Both are Khydh^ and by Rabindranath Tagore. 
‘ Hadi e illah ’ is a Tkumri from Benares. It was sung to me by 
a Mohammedan in Bombay with very genuine feeling. The words 
are Hindostani. The Rag Kalydnl does not differ much in this 
particular melody from Imankalidn, except that occasion might 
arise, but does not, for Ftl’s. 

Brahma Samaj. V. 40. Mishra Imankalian* Jhampa. 

Tonic B. (S + 2.) 125. 

Bsc. : 

Bu-kh©-.ra bc-slie e-se-chhaba-1© to-inS.»re n§.-hi da-ri-ba h©. 


Yo-kha-ne bya-kha to-xna-re se - kha ni -bi • ra ka.ri kha - ri - ba he 



Astal. 


He mo-r(a) de « bii-ta 
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Xn-dha-re mukh dhS- ki - le swa-mi 

to-ma-r© ta-bu 

cM-ni-ba ft-nu 

Ma-ra - na ru-pe a-si-le pra-bhi 

-M- ^ , # --a. » — r 

1 cha-ra-ria klis-r 

i ma - ri - ba he 

r ■ r I' 1, 1 I'- -r-rn-t 





ba -ji-cchabu-ke 

■ ^ ^ ^ ^ ^ ^ ; , 

ba - juk - ta - ba ka-thi - na. bal- ri bau-kha-ne he 


f" - C— 

Tu-mi se fi-chha ba -kshe kha-re ba-da-na ta-ha ja - nak mo* re 

!'■ ^ K 1 ^ ^ — .k— 


f - 



a? ’ " ^ 

ChS*ba«n8. ki-cchk ka*ba-na ka-kh& 

cha-hi - ya ra - ba ba - da-ne he 

■ jw ■■ h h ' 

i _ ,'_P- 



I?a-ya - ne ta - ji jha - ri*cclie ja - la jlia - ru - ka ja « la na-ya-ne lie. 


(The translation of ‘ Bukhara heshe by Upendi-akisor Ray Though thou 
comest in the garb of war, yet shall I not fear thee ; rather shall I hold 
thee tight to the place where it hurts. Though thou hidest thy face in 
darkness, yet shall I know thee. If thou comest as Death I shall clasp thy 
feet and die. In whatever manner thou showest thyself to me, I shall not 
fear thee. Tears fall from my eyes to-day : let the tears fall from my eyes. 
My hurt aches in thy hard embrace ; let it ache. Let that pain tell me 
thou hast me held to thy breast. Nothing shall I want, nothing shall I say, 
but simply keep my gaze fixed on thy face. Tears fall from my eyes to-day : 
let the tears fall from my eyes. 

Imankaliftn (Tonic F). Ekt3da. J *= 70. 


bha-ry - a e do - ha pran 






1,68 


raga 



(The poet’s, and composer’s, own translation.) — What divine drink 
wonidst thou have, my God, from this overflowing cup of my life ! My poet, 
is it thy delight to see thy creation through my eyes, and to stand at the 
portals of my enchanted ears silently to listen to thine own eternal harmony ? 
Thy world is weaving words in my mind, and thy joy is adding music to 
them. Thou gi vest thyself to me in love, and then feelest thine own entire 
sweetness in me. (GUdnjalt No. 65.) 

JELalySnl. d»40. 


p Motto adagio^ 




I 


’;Ha., die,' ii-lah -''""Ha , - ' - ^ • 


... . ,, 

- - di e il - lah Sa - - hi-ba Sa - - bin se 

1 





r — • ■ ^ . .. 

ta - - ra-ka Ei - ma ra-hi - - ma a - 

4 


- ki ma hft - li-man ha - - - li-n 

s*-; , :■ , 

lan Pa - ka bl - 


- - ne a - je pa - ka la - ti - - fa pa - - ka - jS - 

^ pp SQitovm% no* 

1 

fT, -J- J ....j — j-.. =: =jj 


ta par-de po - sa da . . . na - bi - na. 


Mighty is God the Lord. 0 Lord God, from thee cometh salvation. 
Mighty, Almighty, All-knowing, Ail-loving ! Bay by day thy holy presence 
is nearer to us : in the darkness thou art near us. 


The melodies ^ Dukhera. beshe ^ and ‘ Hadi e illah ^ do not lose so 
mneh as some others in notation ; if they are sung with a little faith 
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and goodwill some impression at least will be conveyed o£ tbeir sin- 
cerity and quiet fervonr. He mora debata ^is perhaps more difficult ; 
the melody will strike a European at first as running up hill -only in 
order to run down, again. " There is: a great temptation to regard 
the close as in A minor and to" supply a G harmony to the fouirth 
bar; and these ' temptations must be firmly resisted. The fourth 
bar rises to the tonic (not the seventh of G) through the ^strong* 
notes A and E (not C); and an E pedal must be held on in order 
to get the plaintive character of the close 



(not at all unlike that of the Sixth Ecclesiastical Tone) which is on 
the ^ strong ’ note and therefore in a sense a ^ full close, but which 
is not the tonic, and therefore points away, as it were, to something 
beyond it. Also the rhythm of the ninth bar is difficult. The 
eighth and ninth bars are taken as one sweep of melody and in strict 
time, but with the prosody of the words crossing this time in the 
ninth bar, as if it were 

&c. 

Sadh jai ta-ba ka . bi A-ma-ra 
It offers just that sort of pleasure which we get in lines of blank verse 

— Duncan is in his grave ; 

After life’s fitful fever he sleeps w^ll ; 

Treason has done his wdrst ; nor steel, nor poison, 

Malice domestic, fdreign levy, nothing 
Can touch him further.— 

where the assertiveness of the individual words fights against and 
yields to the compelling calm of the metre. 

The next thing is to consider the list of Bags as a whole. We 
notice that they are re-entrant: that is^ they return upon them- 
selves after making the full circle as, by an accepted adjustment, 
our keys do, but as our modes do not.^ The order here adopted is 
to show this ; it is not the order of the native treatises. Any point 
might have been, and the simplest form of our major scale is, taken 
as the point of departure. Nos. 1-5 are transilient, and modes of 

1 Thwe refuse to admit the Locrian, so that there is a gap between the Lydian 
at oB^ end and the Phrygian at the other. 



170 


EAGA 


es^h other. Nos. 6-8 transitional. No. 9, the major scale. Nos« 
10—14 substitute' Bb for Bt|. Nos. 15—21 flatten the E as well. 
Nos. 22-5, theBb and Eb. are fully established. No. 26, anoma- 
lous, Nos. 27, 28, A flattened. Nos. 29-31, though they seem to 
show a good deal of licence, are really transitional between the two- 
flat and the four-flat seale.^ Nos. 32, 83, Db (of some sort) 
established. At this point the European circle of modes stops, 
because tbe next modal shift Would flatten the G. This mode with 
a flat Fifth will be discussed later under Sdmm chant. The Rip 
proceed, after reaching four flats, by sharpening the leading note 
to the tonic and then the leading note to the Fourth as well^ 
No. 34, BU. Nos. 85-8, B8, Efl. No. 39, a tentative sharpen- 
ing of F, as the leading note to the Fifth, Nos, 40, 41, the P 
sharpened instead of the Eb. Nos. 42-8, all three leading notes 
sharpened. Nos. 49-52, after a little remaining hesitation over 
the Ab and Db we get back in Nos. 52-68, through the Kalians y 
to the place we started from. These sixty-three are only the best 
known out of some hundreds of Rdg^ ; but to have shown them all 
would only have taken the principle of re-entrance to another place 
of decimals, as it were. 

The have been arranged in this way not merely to obtain 
a symmetrical system, but also to bring out an essential point. 
They fall, in the first instance, into nine or ten groups, of which 
the centres are perhaps ; 


1. JBhupkalidfi. 

9. Shankardhharma. 
14. Jhingoti. 

23. Kdji. 

28. Asdvarl. 


32. BhairavL 
37. Bhairav. 

44. BasanU 
50. Pdriakalidn. 
63. Kalian. 


But secondly, each group consists of an average of seven Rags (out 
of a total of sixty-three ; out of a total of 500, an average of fifty 
or sixty). And a Rag gets its special flavour not so much from its 
being just what it is, as from its not being something else, closely 
allied to it, which is present all the time in the musician^s con- 

^ There is the same sort of hesitation about our Aeolian mode which frequently 
shows a Dorian sixth and a Phrygian second, 

* What has hitherto been described as successive flattening might, of course, 
have been taken in reverse order and described as sharpening. The two are 
the same thing looked at from different points of view. 
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scioiisness. Any one can hear the difference between^ say, Ihmjoti 
mA Bhairav ; but the inore of a musician a man is' the more he 
can hear and enjoy the subtler distinction between, for instance, 
JMnjoti and or the still subtler between JMnjoti and Tilmtg, 
It might appear that as a given Bag is taken so differently (see 
Nos. 27-9, 46) in different parts of the country these distinctions 
do not much matter ; but it must be remembered that the distinc- 
tions are accurately adhered to in any one district, or by any 
particular school; and that it is of no use to test the songs of 
Bengal, for instance, by the system of Gujarat. And some of 
these characteristics are so strikingly beautiful as not easily to be 
missed, or to be forgotten, even by a foreigner : the strong legato 
from Fif to E in Imanhalim^ for instance, or the pentatonic sug- 
gestion ot Behdgy.ot the plaintive alternation of the two B^s in 
Klamajy or of the two E^s in Kdfi^ or the old-world sound of the 
scale of Kmadd. 

i 

In No. 59, Hamlrkalidn, the sharp Sixth (A) appears. It is 
sounded very likely in others, but I could get no certain information. 
Similarly, the eight Bdgs with exceptional intonation given in 
Appendix II is probably not a complete list ; they are merely those 
of which the true intonation has been preserved in one part of the 
country, Gwalior; at Calcutta, for instance, I heard of Aedvan 
(No. 28) as being of exceptional tuning, but of none of these; 
and Mr. Clements gives other instances from the Deccan. 

Express mention is seldom if ever made in the books of the Drone. 
It is taken for granted of course; though, to those who have never 
heard it, it is not at all an obvious concomitant of melody. 

In fact, at first it is a little confusing, even irritating ; but one 
gets to discount it as readily as one does the hammering of the 
pianoforte keys or the scraping of the violin bow. It is there not 
only because without it, especially with quarter- tone scales, the singer 
would feel, as a Benares musician said, ^ like a ship without a rudder/ 
but in order to consolidate the melody. Not that a song cannot be 
sung without it; a ryot returning from his work, or a mother 
nursing her baby, does not have first to go and fetch a tambnra; 
but, as the boy said when asked why he had godfathers and god- 
mother at his baptism — ‘because, I suppose, it makes it a sweller 
thing''. The drone may be a drum, carefully tuned, or two drums, 
in unison or at the octave, or the drone strings of the mnd ; but is 
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as a rale, and ■ with the best singers, a tamhim^ a large ^-shaped 
instroment, with one gourd (sound-board) instead o£ two, and with 
open strings — two or three Sa’s and one Pa. The drone strings of 
the Vina mUr or of the rnrhakar^ a large saidr Qommon in 
Bengal, often have amongst them one tuned to Ma, and there is, 
curious! j, no objection to the Pa and the Ma sounding together. 
The effect of this may be heard in the ^ wilderness ’ part of Granville 
BmtoeVs Omar 


Turkomani melody. 

Chorus, Tenors and Basses. GBAiwiLnE Baotock. 
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But they avoid putting either of these notes on the drone if 
the Mg which is being sung omits it. Thus, for Bibhds they would 
tune the Ma to Ga, in spite of the ‘ thick ^ effect of a major Third 
so low in the compass ; for Malhos, in which there is no Pa and the 

Ga is an Ej and neither this nor E - would be available on the drone 
(which must be as consonant as possible), the Pa string would be 
tuned in unison with the Ma string; and, it is only for the Euro- 
pean that the re-in£oreed Fourth of the scale upsets the tonality. 
The strings of the tamimra are long and sonorous, and the Fifth 
overtone (Ga) comes out very clearly from the fundamental what- 
ever the other strings may be; and this still further adds to the 

dissonance of the Fourth. It is curious, too, that the Bjj and Dj? 

' ' ^ . b 

oi B hair av^ and the B and Dl? of Todi should be sung, and evidently 
with special pleasure, against a C drone it recalls the cadence of 
the Orgmum : 

. 272. 



(except that it is the C which is stationary, and the D comes down 
to it) ; and the dissonance upon a strong beat of Descant : 

, Ex.' 


273* 



(except that it is much more cotiimon than that apparently was). 
Thus the drone is of eonsiderahle use too in forcing a strong appog- 
giatui-a, which is the peculiar, perhaps the only, melodic point of the 
snake-charmeris pipe : 



About the simultaneous presence of Ma and Pa in the drone 
a word more may be said. It is interesting that the ' consonance ^ of 
the whole tone which appeals to the Hindus was one which the 
Greeks recognized too,^ and we see that it is the logical outcome of 
quintal harmony. That the appreciation of the whole tone is 
historically prior to that of the major Third may also be gathered 
from the form of the pentatonic scale which may be pronounced 
typical. This is not 


^ Cp. the last chord of the Maif/iew Passion. 

® See Gevaert, Za Musigw de VantiquiU^ vol. i, |). 98, and WestpbaPs edition 
of Plutarch’s De Musica, p, 46. 
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Bknpkalidn ®k. 


m drahM , ' ' 

asd these entail no harmony except that of the Fourth and its 
derivatives, among which the whole Tone. Indeed the constraetion 
of Sa-grdma and Ma-^grdma (see pp. 109 foil.) point to a stage 
of Indian music when the Pythagorean Third (derived from the 
Fifth) was being exchanged for the harmonic Third (heard directly) 
which has left its impress in this and other ways on the national 
art. There is of course no hesitation about this interval (the 
harmonic major Third) nowadays. A singer when preluding often 
touches the common chord of the key note, and will do this even 
when the Third of the Rag he is about to sing is minor. 

What, then, are the main differences, if we consider melody alone 
without rhythm for the moment, between this music and ours? 
First of all the song is cast in one definite mood throughout. This 
mood calls up associations, unnameable, but yet distinct, of similar 
song heard under similar circumstance ; so much so that to teU an 
Indian what Rag a singer chose on such and such an occasion is to 
tell him a good deal about the song. We Lave no similar classifii- 
eation. We have plenty of ' mood * in our music, hut we use it to 
articulate the balance of the song, not to differentiate one song 
from another. 

Secondly, in the chosen 'mood^ {R^g) the notes stand out from 
each other as clearly as the faces of our friends do to the mind’s 
eye. One of our systems describes the Third of the scale as the 
^ restful^ note, the Fourth as ^awe-inspiring*, another note as 
" desolate another as ‘ enterprising But in this music any given 

1 Miss Gilchrist also {Folk-song Society Journal for 1911) makes out the original 
Scotch pentatonic to be 


On the other hand, Frances Bensmore {Chijppewa Music^ Bureau of American 
Ethnology, 1910, p. 9) shows the typical North American Indian scale to be 
what is here called Bhupkali&n, and next to that Miss Gilchrist^s form. (These 
two Helmholtz's * Fourth ^ and^* Second ’ form of the pentatonic.) 
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note of tlie scale' may bcvany or all of' these aceording to the ^ mood ’ 
in which it occurs. ; Its character depends not on its' pitch relation 
to a tonic only^ though it does so depend partly^ and on its relation 
to the tesniura of the song^ which we also feel to be part of its essence 
(thoagh the/to 'lis, more important distinctions of harmony largely 
cut across this) j but also on the extent to which it is esa offiew a snb- 
stantwe or a passmg.note. The whole scale is made np of a hier- 
archy of notes; so, that the passage from G to Ab,^ let ns say, is, 
not merely an'' exaltatioE' of pitch, nor, merely an exchange^ of ' the 
perfect consonance 'C-G for the imperfect -C-Ab, , but a passage 
from a , stable to an iins’table note of the scale (for Ab , may under 
certain circumstances become Aft) and - from a permanent to a ' tem- 
porary' (for the Ab may be altogether omitted, or omitted in certain 
conditions), :or from, a note ^ universal. ■ application to one which 
requires' speciai ^treatment (for the Ab may be used in descent, but 
not in ascent). ; 

An instance, Mag Keddra, 

:BJX# 

278 . 

as used in the following melodies, slightly different from the version 
given in the list of Mdga, The A is lightly touched, the E still 
more so. The P is predominant {amnd)^ the FJ is used in Ilmica 
ficla^ i. e. between two G^s. In the first melody the Bb, in the 
second the Bj], is adopted. In both the E has a special treatment ; 
it is used only as a pendant to the P. The scale is seen to be a 
filled up Sdrangy 


but with the amia at P instead of D. 

Rag Kedam. Metre, Tasantatilalsa 

Tai Mint. 

Ex. 

280 . 


Ha dmn-dra ma u-ga-va la ga-ga-ii& pra- dl - pa 



A - ne - ta shu • kta, ga - ru, man - ga • la jyS sa - mi - pa 





















ja - bo ta - ba 


an - dha - re . 


Ke di - la a bar 


a - ghat. 


N.B. — Basanta = spring ; Mcgha « the rains. 


It seems possible that closer investigation may one day discover 
in the European mediaeval modes^ i. e* in the melodies which were 
sung in them, the counterpart of this distinction between ^ strong ’ 
and ^weak^ notes. When Luther, discussing the Church tones, 
said Christ is a gentle Lord and His words are lovely ; therefore 
let us take the sixth Tone for the Gospel ; and since St. Paul is 
a grave apostle, we will set the Epistle to the eighth Tone we can 
hardly believe that the peculiar flavour which he was conscious of 
in these tones proceeded merely from the substitution of the notes 


Each tone, or mode, must have had its individual notes charac- 
terized far more than appears from the mere formal statement of 
them. In this statement the relation of the amm (Reciting note), 
marked (=), to the drone note (Pinal), marked (x), is the only 


140i 
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discernible cbaracteristic. But the other notes must ha¥e had felt 
relationships analogous to those of Indian MSga» Amongst these one 
or two may he mentioned. It is common to find Dorian melodies 
with the sixth of the mode flattened; a common beginning was 


This is, of course, Mudm jicta^ b. B flattened between two A^'s* 
But why did Mmica fieta confine itself to one or two special 
positions of the scale like this ? We should not find, for instance, 


It can only have been because in the Dorian the B was felt as a 
‘ weak ’ note, one which was touched lightly, or was alterable, or 
alterable under certain conditions. Again, modal melodies will be 
found to slip easily into the C major triad, making C a ^ strong ’ 
note. Many Dorian melodies drop accordingly one place below the 
tonic at a close: 


or Aeolian melodies begin naturally with a minor third 


and Phrygian substitute a C for a B as the ^ dominant 


Of course the theoretical rules about Dominants and Participants 
state all this, but they do not make the point clear that the under- 
lying feeling of the mode proceeds from the fact that each indi- 
vidual note has a character of its own and that a melody takes 
a certain tinge or flavour from the cumulative effect of these. 

We can see also why the C major mode was out of favour : it did 
not supply what was most valued in a mode, the antithesis of the 
Pinal (in this case C) with the ^ strong * note (which was, in all the 
inodes, C). It is interesting to find that in India the major mode 
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pure and simple is at a similar discount. Still the Indian Mdg% are not 
so closely parallel to the Ecclesiastical modes as to the Greek ; for 
the former lay much more stress on the Fifth, whereas in the latter 
the Fourth is the principal factor of consonance : in the Ecclesiastical 
a rather firm line is drawn also between authentic and plagal modes, 
a distinction which is on the whole foreign to Indian music. 

Thirdly, as a result of this indiyidualizing of the several notes of 
the scale to form a repetition at different levels, imitation 
is rare. Exact imitation can only take place in similar tetrachords. 
And though the majority of Mags are composed of tetrachords of 
which the constituent notes are similar in pitch — both are of the 
form tone, semitone, tone, or both of the form semitone, tone and 
a half, semitone, and so on— the two tetrachords are seldom identical 
in the character of their constituents. In the instance just given. 
Ex. 281, if the A is touched lightly its corresponding note, E, is 
touched still more lightly; the F is a substantive note and the Fj{ 
a passing note, whereas the 1B>]^ and Bt! which correspond to them 
are equipollent alternatives. A piece of imitation, therefore, in the 
two corresponding parts of the scale would not really be correspon- 
dent; hence we meet with only a very limited use of imitation at 
different levels. 

Again, our melodies tend to circle round the notes which are 
harmonically related to a tonic, as we see if we take melodies which 
have more or less the same motive — here, a downward passage 
through the scale: 


Andante, 


S. S. Wesley. 



Modemto, * Hey boys, up go we.* 
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MIegretiB mawm inppo. 


i 




BEsapHOTKir* 



AUegro vvtxiae^ 


MkiCBSlUSSOHK. 



An Indian melody sets no store whatever by any progress through 
notes which suggest harmony ; on the contrary, it moves as far as 
possible by step, and notes which are harmonically related come quite 
indifferently upon the strong and the weak places of the rhythm. 
Another point in which the tunes Just given would be un-Indian 
is the progression through the whole octave. An Indian melody 
confines itself to one part of the scale, and ^ establishes * that — 
generally the lower part — first, and follows this by a passage in the 
upper part of the scale. Ex. 12 (1 and 2) is exceptional enough to 
prove the rule. 

On the whole, then, Indian Bag and mediaeval mode are inter- 
esting, as human beings are who consist of ^ strong ’ and ^ weak ^ 
points, so that we often do not know which we like them best for, 
or whether it is not rather for the interplay of both. 


CHAPTEE VII 


GRACE 

Bot That will ask some tears in the true performing 
of it ; if I do it let the audience look to tlieir eyes. 

Midsummer Mghfs Dream, 

Music lias been called a universal language^ and no doubt, in 
tlie deepest sense, it is. But Just as no one language can really be 
common to all peoples because it will be pronounced diSerently in 
different mouths, so the very same notes will be sung by different 
throats in such a way as to be unrecognizable to us. This is con- 
spicuously the case with Indian singing, in which all the distinctions 
of colour which we should get from notes in simultaneity has to be 
extracted from notes in succession. A note, G, has for us hundreds 
of different colours according to its harmony, such as, for instance : 

Bx. 

291 . 


not to mention the cases where Eb is not the bass, or G not the 
treble, or the parts are more or less than four; while the passage 
from G to F admits of only a few variations. 



and the like, singly or in combination. In Hindu, and probably 
in all purely melodic music, the single note as such is itself and 
nothing else, while the passage from one note to the next has 
a number of possibilities by way of grace-note. 

We think of grace-notes as something which may but need not 
be added to the note, not as something actually inherent in it. If 
cultivated for their own sake or used at all in excess they are 
regarded by us as meretricious. We remember with a smile 
Mendelssohn’s trombone-player who announced the theme of the 
Lohgemng Overture as 
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or we hugk with Spohr at his Italian horn-players who supplied 
obvious omissions in his score by their eamtmppmio alia mente^ or 
on oor own account at an occasional festival singer who ornaments 
penultimate notes into consecutive Fifths with the bass. The trills 
of the voice leave us cold, the ^ turn ^ in ' Eienzi^s prayer ' spoils 
a rather dignified tune, and the family of double appoggiaturas in 
haipsichord music enjoys at best a sort of mcch dleHime* 

Indian ' grace ^ is different in kind. There is never the least 
suggestion of anything having been ^ added * to the note which is 
graced. The note with its grace makes one utterance. The object 
of g.^e is, of course, to add importance to the particular note ; but 
there are such varying degrees in which this may be done that the 
whole system of gamak^ the general term for the thing, becomes 
an elaborate vehicle of light and shade. It brings the notes of 
2k melody, as surely as the various light and shade of a picture 
brings the contours of the face, from the jfiat into the round; 
which again is precisely what harmony does for them, by assigning 
to the successive notes varying degrees of consonance. 

There are nineteen^ forms of gamahy or, omitting minor dis- 
tinctions, a dozen. For practical purposes these may be referred 
to two main types, on stringed instruments. 

The first sort is formed by sliding {gkarsana, ^ rubbing the finger 
along the string, in either or perhaps in both directions. It differs 
from what we are accustomed to on the violin only in being more 
frequent and more spontaneous. The other sort is unknown to us 
and is not possible nowadays on our instruments.^ We set store 
by a rich, full-bodied tone; and for that and other reasons we 
prefer a comparatively thick string at a high tension to produce 
a note which in India is produced on a thin (and longer) string at 
a low tension.^ A lateral deflexion of any appreciable extent 
would set one of our strings out of tune by forcing the tuning peg 

* Pronounce * gummuck ^ 

® See the Bagaribodha in R. Simon’s NoiaMmen dtos SommOthaf Munich, 190S. 

® Except on a small scale on the practically obsolete clavichord. 

* A long thin string is divisible into a large nmnber of nodes, and the corre- 
sponding upper partials give, incidentally, to a note which is somewhat dedcieni 
in body^ peculiar glitter and brilUancy. 
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. from, its position ; indeed^ we often see a violinist taking* advantage 
of this fact when tuning his instrument. But an Indian string 
can he deflected a good deal without disturbing the peg* The 
stopping finger of the left hand ^ makes ^ the note, which the right 
hand then plucks; and while it is still vibrating the left hand 
deflects it and, of course, sharpens the note. If the note is stopped 
near the nut, only a slight sharpening, a semitone or two, is possible ; 
but if it is stopped in the middle of the string, a sharpening of as 
much as four or five or even seven semitones may be got. A good 
rmd^phyer prefers to get his notes in this way, much as a violinist 
would rather play in the third position than in the first. To get 
an E, for instance, he will ‘ stop ’ at the B or the C or the C# fret 
and instantly deflect the string, so quickly, in fact, as almost to 
deceive both the eye and the ear of the listener. The ■ deflect’ as 
we may christen it (the Sanskrit word is dolam, ‘ swinging ’) imparts a 
wonderful flexibility to the execution, and demands, of course, an accu-* 
mte ear for its successful performance. The ^ slide ’ and the ‘ deflect ^ 
are known in Hindostan as Gkant and Mind, in Bengal as Ask and 
Mirk, in the Carnatic as Dhara and Tareh, and by other local names. 

But the vim, with its congeners the saidr and surbakdr, is only 
a younger brother of the ^ iflnd of the body the voice. It cannot 
rival the voice in one notable respect, the passage at will from 
loud to soft or from soft to loud. It is true that Indian singers 
do not make so much use of this advantage as they might, or 
rather they do it in a different way from what we might have 
expected. Crescendos are but seldom spread over several bars so as 
to lead to a climax ; they are used rather to assist the grace-notes 
in their work of rounding the edges of the notes of the melody. 
In this, as in other ways not confined to music, Indian art aims 
rather at elaborating detail than at corroborating the lines of 
structure. 

It is in the grace-note that the unusual intonations, which were 
once no doubt commoner in the Jidys than they now are, still 
survive. A grace seldom consists of the diatonic notes of the 
as is obvious from the description just given. Consequently it is 
impossible without a very elaborate notation to give a true picture 
of it. There is the less need to do so since, even if it were faithfully 
presented, it would be impossible for European throats or fingers to 
perform it. Still an attempt has been made to hint at it. In the 
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following example the crotchet heails representing the grace are 
attached to the substantive note by a slur. They are, indeed, placed 
upon a definite space or line, but naust be taken only to suggest the 
place where the auxiliary notes begin and the sort of course they 
take. The heads without the tails of the notes are given because 
the time is variable and entirely at the will of the singer, which is 
influenced by the context in which they occur ; but also in order 
to remind the reader that they are subordinate in a special sense to 
the substantive note. They eccur after the note as well as before it : 

Bfig. Bbalrat. TaL Tevra. (Seren crotchets, 8 + 2 + 2.) 

’ BiUBIlCDBiJfAlH TaOOKB* 

■■ , J*»7Q* ■ (Rymn,) 


The music of the Scotch bagpipe, the general effect of which is 
not at all unlike Indian pipe tunes, is, however, graced on a radi- 
cally different principle from that of Indian gamah The scale of 
the bagpipe has preserved an unusual intonation, similar to, but 
not the same as, the Indian* This scale is described in Grove’s 
Dictionary Si,8 : 

Scotch Bagpipe scale. ^ ^ 

i.e. as^ practically, a three-quarter tone scale (which is decidedly 
rare in India, and as Ellis ^ points out is very nearly the same as, 

^ * Musical scales of various xiations,' Journal of the Society qfArtSj March 27, 1885. 
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a-iid is profeablj intended for, the Arabian ZafeaFs scale^ MesMgak), 
But its grace-notes are entirely diatonic; and, what is more signifi- 
cant, they are used not to soften the transition from note to note 
of the melody, but, principally, to intensify them by a rudimentary 
harmony. ThiS' may be seen in the ^Cock o^ the North", taken 
from M®Kinnon"s Colkdmn of Pipe-mnsic : 



More accurately, for those who are interested in such matters, the bagpipe scale 
may be given in cents (i. e, i^ths of a semitone). 


From 0 


From A 


( Just scale 0 204 
IBagp. scale 0 191 
a A 

( Bagp. scale 0 
J ust scale 0 


C c| 


886 

498, 690 

702 

884 

996, 1088 

1200 


888 

682 

686 

894 

1044 

1200 


B 

0 

B 

E 

F 

0 

A 

197 

841 

495 

708 

863 

1009 

1200 

204 

816, 886 
0 Cjt 

498 

702 

F 1| 

996 

1200 



The true representative oi the Indian instinct is found, in 
Europe, amongst the Magyars, as we should expect, of course, 
from the close connexion between the Bomany and Hindostani 
languages. And if the Magyar grace-notes have, in their native 
purity, the microtonic intonation, some of their figures 

Ex. 

297 . 

might, with a little less insistence on the rhythm, pass for Indian ; 
and their favourite metre, Cld* LT' , is quite in the Indian style, 
and an example of it is to be seen in the song ^ Akla chalo ’ on 
p. 93, Ex. 177. 

At the end of the Ragavilodha are given fifty examples of the, 
use of gamak in fifty separate jRdgs^ and with the help of Herr 
Simonas book (p. 182, note) and a knowledge of the Hindostani 
Bags it is possible to decipher these. The time, however, presents 
difficulty. The indication, and the only indication, for all the 
examples is the word dinmdtrd^ which means ^general time^, and 
refers, no doubt, to the Aldpa or ^ preluding in the Rag \ But time- 
less music is unappetizing and difficult to read ; so bars have here been 
added, and the crotchets and quavers arranged on the assumption 
that a graced note is longer than one ungraced. It must be clearly 
understood, however, that these time-values have no warrant in 
the original. The example chosen is in the Rag Vasanta (=: spring). 
This Rag is endeared by its associations, which, whether they arise 
from it or not, are those of its name. It has also a strongly 
marked character. It is the E-f scale with the G flattened : the 
C is lightly touched, and the salient notes are A and E, which 
it will be noticed alone bear the trill; the D of this Rag is 
generally held to be natural, but is sometimes given as flat (see 
the list of Rags on p. 161, though it differs in some particular 
from each of the versions there given). Perhaps it may be pos- 
sible to realize some of its strange beauty by playing over the 
notes without the graces three or four times till they are familiar. 
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and then singing or whistling it with the graces j but nntil it is 
heard in its native land the strangeness will probably remain more 
credible than the beauty : 

Tasaata. (L) 


Tonic F. 






The example of Vasanta vr&s selected mainly because this par- 
ticular one was curiously misinterpreted in Sir William Joneses 
article in Asiatic SesearcAes, Hjxd has been so reprinted by others* 
It was written out in an ordinary major key (A major) ; no hint 
was given of a gamak from beginning to end; and on the strength 
of its rhythm (as not given in a book of 1609) it was suggests as 
the melody of three of the songs in the G%ta Govinda of the eleventh 
century (whose musical rhythm was not established by the poetic 
metre). Thus: 
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ba-ra-ti he-ri-ri ba sa-ra-sa va-saa-te nrt-ya«ti ya-va-ti jja- 


- ne « na sa-man sa-ci vi-ra-M ja - na - sya du - ra - nte. 

The typical form of composition which exhibits ‘ grace ’ in all its 
glory is the Mohammedan Tappa^ in which melodic flow and rhyth- 
mical structure are so veiled that it has seemed worth while to give 
them in a simpler statement in the stave below : 

Tapper KagKbamaj. TalTintal. 

Andante con moUi, = 70 . 
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viations would bave been confusing, and on the diatonic notes so 
as the better to be taken in at a glance. But if the grace of bar 3, 
■for instance, were put, as. it were, under an aural microscope the 
real sounds would appear something like this : 



with other passage notes in between which can be mentally supplied. 

Grace is so natural an accompaniment of any non-baraionic music 
that it may seem idle to search for a reason for it. Yet in the 
music of India it is so elabonate and so integral a part of song that 
it is tempting to try to account for it in some way. It seems as if 
the language may haye been at least a contributory cause. When 
two vowels meet in Sanskrit, except in a few special cases they 
coalesce ; and the compound thus formed was marked in the Rigveda 
with the circumflex accent called Svarita (^sounded), which had 
half a dozen or more names according to the particular vowels 
which were in question. When the Rigveda accents (there were two 
others) were employed in the that is, in the chants to 

which the Rigveda was sung, they took the form of musical notes; 
and the Svarita in particular was a high note with ^ grace ^ attached 
to it. It is natural to conclude, therefore, that the ^ deflect^, as we 
have called it when it appears in instrumental music, represents 
that ^ grace ’ and is traceable to this peculiar treatment of the 
vowels. 

When two consonants meet one is assimilated to the other so as 
to slide into it almost imperceptibly. Accommodations such as 
those in oriJwdok-^y and dog-ma^ younk-ster and hlag-guard^ SuUton 
and Svd-hiry, eksAra and egz-amjole^ and the like, have their counter- 
parts in Sanskrit, not only in the interior of one word, but quite 
as commonly between the end of one and the beginning of the next. 
It is the tendency to weld words together in these and other ways 
that gives perhaps its importance, as between notes, to that other 
class of grace, the ' slide \ 


CHAPTER VIII 

TALA 

Lak&uage, Verse, Musical Time 

From Helicon’s barmonious springs 

A tbonsand rills their mazy progress take : 

The laughing flowers that round them blow, 

Brink life and fragrance as they flow. 

Gray. 

Musical time is in India, more obviously than elsewhere, 
a development from the prosody and metres of poetry. The insis- 
tent demands of language and the idiosyncrasies of highly charac- 
teristic verse haunt the music like ^ a Presence which is not to be 
put hy\ The time-relations of music ate affected both by the 
structure of the language, and by the method of versification which 
ultimately derives from it. Without pretension to any minute 
acquaintance with these, a sketch of their bearings upon musical 
time is here attempted. 

L Language 

Those who spoke and speak Sanskrit have shown the delicate 
appreciation they had of minute phonetic changes. They have 
introduced modifications of the word to suit every emergency 
of context, and have recorded these with a precision to which 
Europe is a stranger. We may acquaint ourselves theoretically 
with the characteristics of the language, but it requires an effort to 
feel their effect and therefore to realize the force of the music which 
suits it. What we find difloicult is to make a syllable long without 
putting a stress on it, or to put a stress at will on any short syllable ; 
we do not easily imagine the effect of a language which is quanti- 
tative and not (or only slightly) accentual. In setting such a word 
as Alakaldlla^ an Englishman would certainly put the fourth syllable 
on the musical accent, because he would think at once of Abracadabra^ 
confusing duration with stress. It has been set in an Indian song: 
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Tal Kapak. 

Kx. 

308. 

A*la-ka-Ia - 11a la - 4®'” 

and could no doubt have been set in other ways provided the fourth 
syllable were longer than the others ; and we notice that it does not 
disturb the singer that the first syllable, which is short, comes on 
the accent, while the two long syllables (Id) come one of them, 
off and the other on the accent; but both are kept long, and 
all the short syllables are kept short in the music. It is moreover 
set not in |, as the sound of the word would have suggested 
to us that it should be, but in which further throws a slight 
emphasis on the syllable because, as we shall see, the beat 
comes there. Not that a long syllable invariably has a long note, 
especially if two or three of them come together ; but it does as 
a rule. 

In our poetry we do not know long and short, only stressed and 
unstressed syllables. When Keats writes : 

Upon the sodden ground 
His old right hand lay nerveless, listless, dead, 

Unsceptred ; 

there is hardly a syllable that we can call longer than the others, 
unless perhaps Aground’. But there are several places where we 
pause between the words, making up a kind of imaginary musical 
time. We lengthen out .the last syllable of 'sodden* because of 
the next word. If that word had been ^ earth ", ^ sodden ^ would 
have gone quicker. As it is, a little more emphasis is laid on 
^sodden ground** than would be the case in ^sodden earth"; and the 
same thing happens with ^ nerveless, listless where the difficulty 
of pronouncing one word after the other makes us pause a little at 
the termination and so throw a slightly greater emphasis on the 
root of the word. 

All this is unlike Sanskrit. If we could imagine these syllables 
to occur in their poetry they would all be long by position — 
sodden ground. ^Nerveless, listless, dead’ would be altered to 
' nerveleh, listleh, dead \ the whole idea of the line being to run 
smoothly on as if it were one word, and not to aim at what 
we prize, the variety imported into it by the irregular stresses. 
Consequently rests are seldom written (except in order to break up 
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the metre iatcEtionally ia a dramatic way) in any of their songs^ 
at any rate not^ as we shonld^ on account of the words : , 


&c. 

' Ea- ta-mad-dd . . @a-ta-sd-ga-sd . . Ea-ta- 
A European would probably have put a rest at the end of each 
word* They appear to take breath when' they want i% not at the, 
end of' words; Mt it would require an intimate .knowdedge of the 
various languages to be sure, of this. 

II Veese. 

.Sanskrit 'metres fall into two main classes: (1) 4bose which 
'Consist of ■ quarter-verses, (/Jii'la) of a given number of s,vlkhles/ and 
(3) those which' consist, of, verses- of a give'o. ii,umber.of feei. each 
foot ' having 'a given time-length which is reached by equivalence* 
The irsfe are called syllable-fixed ^ (varmvrtta)^ ihe second ^ tiine- 
mMt4ixed 

111 the first .class when the..' does . not exceed 

eight syllables most of them are of optional quantity ; when it 
exceeds eight the quantity of every syllable is fixed. The typical 
metre of this class with an eight syllable pada is the Sioka^ the 
flowing^ measure. The following lines constitute the first two 
ilokas of Bharata^S' ( 28 th ad/i^d^a) : 

t&tam cai?I?anaddhSm c& | gh^nam susiraa era 
cttur?!dham M vijSeyam I atMvam laMnanvltaiii (1) 
t&tani taiitrikrtam jneyam | av^^naddham tii paiiskfcim 

, . ■ W ■' M . 

ghanaiii talas tu vijney^h j 4ufiro vSmiia e^S. (2} 

The first two lines make a verse marked offi into quarter-verses. 
Though the normal verse is a distich, an occasional tristich or 
three-line unity is, as in Scott^s ballad metre, not excluded. The 
sense ends with the couplet, which includes, as in Pope’s heroic 
metre, both the subject and the predicate of the sentence. Out of 
the sixteen syllables in the line only four are fixed by rule as regards 
quantity. These are marked below the words in the example ; the 
quantity of the other syllables is optional ; and the two lines of the 
ihia are independent of one another as regards this distribution. 

But it is difficult to realize the prosody of a language which is 
not familiar. The scansion may therefore be illustrated in any 
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language which, like Latin, distinguishes quantity. The quantity 
of these particular lines is accordingly reproduced in the following 
rule for the versification of the Sloha : 

HabentpemlottatemquS : pSdBmmodumque carmina. 

Mddls brSvSsque longlque • misoentur verslpellibfis.^ 

BrSvis quIntSs IScus, sSmmo in • p6de du;^es iambfis est. 

Brevi longSvS ni5iiient& • sfinSutur voc§ caeterA* 

Even this, however, is not quite satisfactory, as Latin does not 
convey the sonority of the ubiquitous a sound in the Sanskrit, or 
the final thud of such a word as lakmmwoitam., which is more 
heavily stressed than the final of, for instance, pedumJ^ 

The kloka, or annstubh (‘ with regular stops ‘) is the most famous 
of all Sanskrit metres. There are two other typical examples of 
a pada with 8, or less, syllables— the gdyatn (' singing ’) of 8 X 8 = 24 
syllables, and the u'^nih (‘ hymn ’) of 4 x 7= 28, wjiich like the Uoka 
have a large number of optional quantities and only a few fixed. 

When the pdda is of more than 8 syllables— as in the tristuhk 
(' with three stops') and ^ejagati (‘lively’), of 11 and 12 syllable 
respectively, and varioim others up to 21 or more syllables — aU the 
quantities are fixed. Couplets of these greater lengths are usually 
written in stanzas of four lines, and the lines are in modern poetry 
rhymed. Here is an instance of the trisMh genus (11 syllabled) ; 
it has the poetical name of ‘ the thunderbolt of Indra’ ( Upendravajra), 
and is in Marathi (rhymed) : 

nabho-man^SLl^., varl-rasi, 

N3. tar&ka, phens&cl ha tSyasi, 

N2, candr^ha, navS.ci cal&tahe, 

N3, ankS, to, tIvS.ra ahe. 

Metre, Upendravajra. 

Hot this the sky - vault, j but a li - quid o * cean | 

3Sfot stars we see span -j gle, but flecks of sea - foam ; 

No moon a - loft glides, {but a ship; and those spots 

Masts, that the wind bends | as she runs foe « fore it. 



Na he^ na-bho - naaigi - da- la vS • ri - rE - II 


1 * The verses contain feet which are at once measured and flowing. Longs 
and shorts are mingled by chameleon-like measures. The fifth place is short 5 
there is a di-iambus in the last foot. The other syllables are sounded either 
long or short.* 

* When sung, the note to which it is set is hummed on the m and not vocal- 
ized on the a. 



Sapphic, 

whiet^ but for the fifth syllable, is exactly the metre Upendravajra. 
It does not spoil the grace of the valentine if we fancy that its metre 
was one of many Aryan memories that lingered on in the Hellenic 
eoBsciousness, 

is read thus : 

NS-hen nahho- } mSndSla | varl-ra4i 

as the arrangement of the words in the four lines of Marathi shows 
This is of the form ^ + which is a taken backwards^ and 

S is a well-contrasted member of the line* This suggests an 
interesting reading of the scansion of Alcaic and Sapphic stanzas^ 
both of them forms about which it is difficult to make up one^s mind : 

8<$ppMc, ' ' ^ - ■ 

lam satis ter | ris f nlvis j atqne dirae a + 5 + a 

Grandinis mi I sit • Pater, ( et ruhente a + & + 

Bextera sa j eras f iaeii [ latus arces, a + & + a 




TerruJt I urbem. 


Alcaic, '■ 

Vides ut alta | stet nlve cSndldiim 
Soraete, nec iam ] sustineant dnus " 

Silvae labo ran .. | . ■ . 

I antes, geluque 
\lll5inSii&;COB £tite | 

Istiterint acuto* 

^ Bark tressM, chaste, dimpled Sappho I 
0 % 


c + d 

(C+C 

\ overlapping 

(d + C 

loverlapping 
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where the masculine element, as it were (in the Sapphic -- v — 

in the Alcaic - - ), balances the feminine (in the Sapphic 

one dactyl, in the Alcaic two). The memra, shown in the Sapphic 
by the dotted line, and coinciding with the other division in the 
Alcaic, is at the corresponding place after the fifth syllable in the 
true Sanskrit form of Vpendrmajra, 


w -- v - 


and it is this clash between the formal and the free manner of 
reading it that gives it much of its charm. 

Meanwhile, Indians themselves scan the lines on a different plan. 

Thej have a useful memoria techiw : 

Y§--ma-ta-ra-*j2»-blia-B^rS§.“H-gain,. 

Taking these syllables in threes they arrive at names for- all feet of 
three syllables composed of longs and shorts : 


Ytoata 

bacchic. 

Matara 

. m,olossu8. 

TarajS. 

antibaccMc. 

Rajabha 

cretic. ■ 

JSibhana 

amphibrach. 

BhanS.sa 

dactyl. 

Nas^la 

tribrach. 

SSiagam 

anapaest. 


The 'first syllable of each wordf is- all that is generally used, , The 
last two syllables of the line (not necessary for that purpose) repre- 
sent 'the words lagJm mA. gnm (long). Accordingly four 

more feet of two syllables. can be named': , 

M1& ■ . . pyrrhic, ■ ■ 

Ltig-3) iambus. 

, Gala..; . ' trochee. . 

" spondee. 


and the line 
is amaned 
or, for shorty 


Ni-he^ nabho-mandMiS-, ?5rira^i, 
Bbhana, Tam|a, J&bhSn^, G%S. 
jatajagau^ 


Oani tathe dual of ga. There is a similar memoria kehnim for the 2"^ *» 16 

Yariefcies of four*syllaMe ^ ^ else, 

where, - ' ” ' 
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There are many dozens of metres^ with fixed length of sylkMe 
like IJpendfmajra. Here are two or three more whieh are. in 
common use : . 


Tasmta-tilaka. 14 syllables. Caesura not given, 
(ta-bha-ja -ja-gal a) 

Ha chandra ma ngavala gagana pradipa 
A - he * ta shnkta, guru, mangaia jya samipa 
Tya cba prakisa bbarata gagano daranta ' 

To anclha kara lapala giriga - bharanta. 

(Cp. Ex. 280.) 

^ikharinu 17 syllables, 
(ya-ma-sia-sa-bha-laga) 


Bhalyacya san genen 
Khalyacya sangenen 
Jasen kliaren pani 
Pbani dugdha tenei 


avaguna ase ioguna dise 
suguna tari to lopata ase 
piuni ganaten goda kariti 
piuni garala tenci vamati. 


Metre, {^ikbarini, 

1 A good man's our firm friend, 

2 A bad man’s our false friend, 
S For so clouds drink salt brine 
4 And so snakes drink sweet milk, 



' v 



M W 

■ . • - 

M 


V# 


1 

and 

ev « 

hy 

lit • tie 

fault soon 

will 

be 

for 

-got; 

2 

and 

ev - 

fry 

bud • ding 

vir - tue 

will 

droop 

and 

die. 

S 

from 

ev - 

fry 

lit • tie 

wave - crest, 

and 

make 

it 

sweet j 

4 

and 

ev - 

fry 

drop be - 

comes poi - 

son 

at 

the 

last. 



Bha-lya ■- cby^ san - ga • nen ■ • . a-va-gu-na a - se ^ , to . 


306 .' 
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da «-ii • tl. 


dll - gdim -»ten 


* . .. • pl-n-tti ga-ra - IS - ten - * - elii Ta-iaa-ti. 

• ^rdtda-vikndxta, 19 sjllables. 


S 0 t W— VW^d 


■ DoljaBiiin ' bagiiato^ dbvani parisatoa 
Jifbenen . rasa chakator^ macHiura hi 
Ha tannin . babusala kama , kariton 
Ghetoii jbompa sukben pbiromi utbato:^ 


kanin padon calaton 
vace ambi bolaton 
visranti M dbya¥aja 
bi is?ara cadaya. 


, Metre, §ardu!a-%dkrldita. 

wi ij» ' — w — V V/ O — 

h • lyan - nin ba - gba - ton ■ dJbiva - ni pa * ri - sa - ton 
■ Sweet these sounds in our ears, and sweet the ■ ma - xxf sight! 


1. ka - nin pa - don ea - la - ton 

that greet our eyes voy - a - ging. 
HX. 8W. (Cp. 1X3. 926, 25S, 254.) 


Ho - lyan 
Ha tan 


ba-gha-td:^ dhva-nl pa*ri-sa 
ba-bu-sa* la ka ^ maka-rl 


Sweet these ' ■ sounds ' in . . our ears, and' sweet the ma-nj 


Sweet these 


of bands and feet and ev^-ry 




ka - nlia pa - dOigi 
¥1 • shra^gt - ti bi. 


cba , . * la^ 

dhya ** - va - 


sights that g 




Hmk and 
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om - mm 


a-gmg; Sweet 


, All these gifts 


ra-sa ebS - fea wa , 
pa s'tt-hhSf phi-ro 


. ■ . , ■ ma-dha-ra - . ht 
• - . mi a-t!ia , ton 


toagtt©^ and , sweet . . . . , . the rea-dy, power. 


in oiir . sonlis. 


lun - hf' ' 

bo 

la - fcSn. 

1 

t 

1 

cM - 

da - y&. 


ci-abi© col 


ma-nent, ll» 


giT-ln^ 


: ,Th6' oharacteristic of ■ th.6 gr^t ■ class of Sanskrit metros, 

those: ^ principle of 

eqniTalence, that is, in the fact which, we are familiar with in the 
hexameter, that two' shorts , take the .time' of one long. Maim 
means instant, nr unit; what the Greeks called ‘Chronos prdtos^. 
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the ‘first’ or smallest ‘duration’ from which you start reckoning. 
Each foot contains four mdtrds, and its prosodial possibilities are ; 

ProcelensiBaticiis v v w w 

Amphibrach' m — w 

Dactyl — w u 

Anapaest u — 

Spondee 

. ■ The genera! effect of the Aryd^ which is the typical metre of this 
class, is much that of hexameters or elegiacs/thongh the details 
are very diffeiBih . 

Poetry^, .then, bases the verse on , the ' unit' of (1) the syllable 
{akmm less or more fixed, and (2) the time-length (mdtrd) treated 
as the basis of equivalent combinations. Mnsie similarly hm two, 
clearly defined s^es, when time was reckoned (1) by akmra. md 

■ (2) by miiird. ■ 

, .Reekming aksara, that is, by the number of notes in a period 
iparmn). The jjarvau, as we shall see in the chapter on the Saman 
chant, is the amount tliat can be conveniently sung in a breath, 
and the which fill it are. there of two kinds — long {MrgM) 

■ and short. — and. occasionally the long note is intensified or 

lengthened, or both of ' these, in ■ which ■ case it is called 
(increased). Secular music similarly starts from a long {gum) and 
a short (%i«) note, and adds^on one side the prolate note {plmia) 
and OB the other the quick note {druta^ from dr%y to ran). The 
kigku . is then taken as the unit {rndtri)^ and ■ the four notes have 
relative value, thus ; 

0 

1 

To these is added the rest [mrdma)^ which is the equivalent of the 
dmU^^ and is marked thus : &, and t . It does not occur with 
the gum [i) or the pluta ). 

* bit. * imperisliaW® *, in tlie sense perhaps of the ‘irreducible minimum*; 
Sanskrit syllables are, of course, one consonant (simple or compound) plus one 
Towel (simple or diphthong). Of* Aristot. MA xiii. 1. 7, p. 1087 b, JBosis M 

^ Ariitoxenus knows nothing of the syllable as a unit of rhythm. 

* Day says that ite value was definitely staled by his authority. It seems 


Druta 

I* mltra 

j' 

Laghu 

1 mStra 

j 

Guru 

2 matras 

j 

Pluta 

3 mates 

j- 


Hi 


iiliiiilll 
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The MaimMra gives 120 examples of such periods as may he 
formed by combiBations of these four values/ varying in lengtli 
from one 'note , to nineteen notes. Another authority gives 108. 
It is clear, that this list is not meant to be exhaustive, for it does 
not reach a ■m.illiontli part of .the possibilities j and it is also clear 
that the four measurements of music (or five .including the mrmma) 
camiot directly represent the two dimensions (long and, short) of 
poetry. So that .not all of ' these can represent poetical metres 
(though . some may) and that for others there must be some other 
explanation. A list of forty-two specimens is given in Day ; hut 
as that book is now scarce a few typical ones taken at haphazard 
are given here : 


syllables' 
or notes. 

Mame. 

Indian and European mtatims. 

1 

Ehatai! 

0 

J' 

8 

Pratap dlan 

loo 

J- IJ'-^ 

5 

Eangapradipahah 

^ .1 1 5 

J J J J J. 

10 i 

Layah 

i 1 ^ "S i "J 000 

J J J:. J. J. J J- J'll 

19 

- ■ Miiravarmh ,• 

ooo 5 ooo 6 o 006^1 i 00 5 \ s 

J J2J JJ 


(Aa lastaace of I is aot included liere 'because its value is not certain.) 

The names do not help ns. They are' often merely picturesque 
appellations. Where they have a recognizable meaning it is some- 
times refuted by the accompanying signs 3 thus JAampa Mia mUMarni 
idta both occur^ but the signs show them to be quite difiEerent from the 
modern Tuk of those names. Possibly the' explanation, but it can 
only be a guess, may be that the longer- talas represent the rhythm 
of good recitation of well-known' verses, or manirm* It is clear that 
in our own poetry, for instance, longs and shorts do not represent 

to be defined in the Matn&kara where (adhy, 5 ^1, 258) * a druia followed by a rest 
Is a detached mdtrd * (i. e. laghu) ; though if this can be held to imply that the 
laghu followed by a rest is a detached guru the value of the rest is relative to 
that of the note which it follows. ■ ' 
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all, tta distiaetions we make ia good readiag. Whea we read 

aloud : ■ 

!. Of man's first disobedience, and the fruit 

2. Of that forbidden tree, whose mortal taste' 

3. Brought death into the world and all our woes 

4. With loss of Eden, till one gi-eater man 

5. Bestore us and regain the blissful seats, 
i. Sing heavenly Muse. 

our voice' travels somewhat as follows : 

1. J J. J Jw J J r J J'J 

2 ,. J J J J J J r J J J J 

■ ■ S. J J* J J J J J J J J 

4. J J J J J* ^ J J* J J J 

5. J J J. /3 J J J J J 
• 6. J. J- J J. 

and such clusters of notes have a sort of family resemblance, to' 
those we are discussing.. 

This may account for the longer groups given in our list, but not 
for the short ones ; it may account for for instance, which is 
much like the cadence of a Siman (or of one of our mediaeval hymns), 
but not for ekatdlL We will examine some of these shorter ones. 
The first five in the list given in the Rahiakara^ and these alone, 
are named by the first five ordinal numbers — Ad% dmUyak^ 
miurUahy paneamah — just as the notes of the Saman chant were 
named prathamahy dviUyak, ifttyalty cainrihah It is possible that 
they were felt to represent more fundamental distinctions than those 
tdhB which have w’hat we may call a fancy name. They are : 


Fame. 

iTidian symbol 

■■ ■ ■■ ■ ■ ' . ■ ' 

European symhd. 

Editaiah 

1 

: y J: :: : 

^ dvitiyah 

0 0 1 

j'j'j 

Hrtlyah 

o 

o 


icaturth«h 

1 1 O 

v j; J, J'-: 

pancamah 

0 o 



* Tbes© are given ditereutly by Day. Bufc the BaMkara m a good authority, 
and there !s no doubt as to the meaning of the text. 
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If the explanatioa of the longer groups as typical examples of 
recitation was correct^ the time-values of the several notes may well 
have been somewhat indefinite; we do not feel in the example 
from Milton that the musical notes present our style of reading 
more than approximately, nor that we should invariably read it so« 
■In reciting a whole sentence the structure of one word reacts 
imperceptibly on the pronunciation of the next and interferes with 
the time- value* But these short groups cannot be sentences ; they 
can at most, be single words, and there is every probability that 
they represent exact time-values. And in passing from those to 
these we may be passing from the Cola, Commata, Membra, 
Incisiones, Distinetiones, &c., of the tenth century in Europe to the 
Modi, Proprietates, Perfectiones, and so forth of the fourteenth — 
from music which regulated its time-values by the words, to music 
which evolved its own values. 

What makes these five groups interesting is that they offer 
a oonneeting link between the prosodial f eet given on p. 196 (ya-ma- 
/a-r/z, &c.) and some of the fundamental principles of Indian 
musical time. In the second, third, and fourth of them we have 
all the eight three-syllable feet. JDvitlyah represents, according to 
the note you begin upon, three of them, w w — , v/ — w, — w ; 

trtlyah two more, \j \j and ; and catuHlak the remaining 

three, — — x/, — u — , and w . Pancamak similarly represents 

w and — — ; and, according as one or other note is dwelt upon, 
^ — or — w also. That this is the true view is made more likely 
by the position of pancamak after the others ; for the two-syllable 
feet follow the three-syllable in the memoria teeJmica. Adiidlah is 
placed first, as much as to say ^ this laglm (crotchet) you are to take 
as your unit {yndtro) throughout the list'’. We see also the genesis 
of the rest (') : for, stress-accent being foreign to this versification, 
there would, without it, be nothing in a series of irtiyaha to mark 
that they were to be taken in sets of three. This is borne out also 
by the comparative rarity of genuine Hindu songs which are in three 
time (it is commoner with Mohammedan) ; what we should call 
I and 8 are not unknown, but they are not favourite rhythms* 

But catuHhah introduces us suddenly to a five rhythm, instead 
of, as we should have expected, a three rhythm. It is interesting 
to see how this comes about. Since the earliest, and by far the 
most prevalent metre is the iloka^ which primarily counted the 
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syUaHes and only secondarily weighed them also, the niimher of 
syllables in a unity of any sort came to have a greater importance 
than we should naturally have attached to it. Hence, when only 
three syllables were taken together '(leaviin[g aside u w w and — ~ — 
which we have already disposed of), the trisyllabic forms — w 
mi — w, for instance (of four and five miirds)^ seemed to be more 
nearly related to each other than the trisyllabic - w «u and disyllabic 
- - (each of four mdirm). Similarly, it. being possible to proceed 

from »- w w (four miirds) to w (five mdims) or to -» (three 

mMfm\ tlie former step which kept the number of syllables seemed 
more natural than the latter which changed it. This, may give a hint 
as to the hitherto unexplained delight of the Greeks in five rhythm ; 
hut it would be going too far 'to assert that it is the origin of five 
rhythm ill general ; for this appears quite independently in places 
as remote, in more than a geographical sense, as Finland and the 
Malay Archipelago, and others. 

lleekomhg matra, that is, by the time unit and its multiples, 
or the principle of ^ equivalence'^, launches us into the domain of 

III. Musical Timb. 

'The simplest unity after the solitary beat (aii/a&i) is, as we saw, 
ivUtfah {kj u w - V,/--- w V./). This gives us the three ordinary 
distributions of the longs and shorts (crotchets and quavers) within 
the four-unit foot (beat), a certain number of which, generally four, 
mabe up the bar {dvari) or section of common time. The name 
Adi is used for common time (transferred from the solitary beat). 
Further development writhin the beat takes place by resolving any 
long or short into any one of these feet. Thus : 

J J J 

j n 
J 

J jn M3 

and similarly with 

J J J 

mi 

J J J 

So that such a combination of notes as 
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3ii irigliieES m and the sound of wliieh doe 
»1 to us^ appears to an Indian as quite an ord 

is accepted metrical units 

1 j 2 . B . 4 . 

M ^ I M - V 1 U V - I - V M I - V j V - V If 

Adi iala. In fact, the main difficulty of rea 
3 nice distinctions of Indian rhythm is that wc 
habit of resolvins? mentalW everv unit int 




Ma-n-y& 


]|Ca«n -ya 


da ga - 


^ This word is traaalated by * bar ’ or * section ^ as tbe context seems to require : 
its literal meaning is ‘enclosure*. The smaller unit, or bar or half*bar| ia 
a vBMg (lit* division)* Sanskrit^ Mvarta and vilfhoga. 



Kllg BMralaiiKaribharana. 


taSgi 


BO'ru-kU'B.a yi- tu vaa 


Do-ru-Ku- ?a 


0 • Kan-ga sft - yi • • 

Mam Adi Tiiis BEgam lias E and A omitted in descent. 


biia-ja - na 


bha-ja - na 


But the seetioB {amrd) need not synchronize with the har 
(mbkdg ) ; it may begin in the middle of the libMg^ thoughj, as with 
Hs^ it seldom does. A more usual place for it to begin is on the 
last unit of the four. This kind is called Beiddi (foreign Adi) : 


Beiadi Tftlam. 


S^»sr=sisrj 
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jaa-dii zu - tu *. no 


.In a - ill » la 


, ti - la « ka . . .4 En - na-dn . 

These are South Indian names ; the things are common enongh in 
Hindostani song and probably ■ have specific names, though I was 
iinable to make sure of them.. ; 

A different interest attaches to the trtiyah^ This is also 

common time. But this pecnKar form ^ has left its mark, not in 
any special metrical form, but in the way a' bar of common time is 
counted, in whatever metre. A short explanation is neces^ry first. 
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When tliree notes of neiglibouring pitch and no more are sung 
without any particular emphasis on any one of them, the ¥oice 
tends of itself to emphasize and the musical consciousness to give 
pre-eminence to the middle one. Thus in the scale of the Andaman 
islands, which (in some parts at least) consists only of three notes 
separated by some very small interval, it is recorded that the middle 
note is made the tonic. Again, in the snake-charmer’s pipe (see 
Ex. 274) the middle note of three is made the drone. Similarly, 
if three equal units of time are repeated and an accent is put on one 
of them, it will gradually determine to the middle one of the three : 
w vi V, u V w (or, if the commas between them represent rests ; , 

4 1 J'lj' 

It is difficult to proYe this, because it is so hard to make the experi- 
meBt fairlj. But, for- some reason best known to the builders, the 
wheels of milway carriages commonly beat out a tripleted rhythm, 
and the reader may have noticed that if he is not particularly 
attending to them (and so making the experiment a fair one) these 
take the form u v, and not 6 w w nor o; u. However that 
may be, here is Indian - veme on the one hand employing three equal 
syllables in succession foflo wed by a rest J' and Indian music 

on the other counting a bar of common time with three equal beats 
(iil) and a blank, or empty (Mali) beat ; and the curious fact that 
this blank beat comes invariably on the third of the bar 'wMeh 
gives the exact effect of prosodical feet: f w Z 
Common time is, accordingly, called in the North invariably ^three- 
beat^ the fourth beat being ^ empty*. The first of the 

bar, which bears the musical accent, is called mm^ (^complete*, or 
total because at that point the two independent rhythms of 

^ Cp. tli 0 four bars of Trislan, of which the main accent is on the second, 
bar and ih© fourth is blank- 

® Fronaunced like, and accidentally having the same meaning as, our word 
* sum It is important to foe dear about this conception- The sam has no such 
stress as we place on the first of the bar- It gets its pre-eminence over the other 
i&k (beats) owing to the cross-rhythm (either with some other instrument or in 
the melody itself) being adjusted at that point. Or if there is no cross-rhythm, 
still the is pointed out by its distance from some typical or recurrent p!- '‘ase 
elsewhere in the dwd (or j as the quaver triplet of Tschaikow8l;;y’a Scherzo 
tells us how far we have got each time in the series of crotchets. It is true that 
when' singer and drummer coincide at that point their united triumph at having 
got it right after all does result in a little more tone, i. e. in stress, but this in 
m way nec^sary to the rhythm of the music. 
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siBger and drummer from time to time coincide. Time is ordinarily 
beaten with the hand upon the thigh (the singer is invariably seated};, 
emphasizing, the sam slightly, and heating in the air with upturned 
palm for the MdM. This method of beating is also applied to other 
times besides common time in a way which will appear presently. 

These other times, various forms of three, five, and seven rhythm 
for the most part, are often regarded as intricate and unaccountable ; 
but in the light of prosody they have a simple explanation. They 
are best summarized in the Carnatic system, which enumerates 
thirty-five different kinds as typical; but the principle which 
underlies them is of indefinite application, and as a fact I saw 
a book at Bhavnagar which enumerated some hundreds of them. 
It will be unnecessary to give the names of these thirty .-five 
rhythms, because their names are only a piece of memoria techiica^ 
or the picturesque ruins of titles whose meaning is long forgotten, 
and would only confuse us. It will be enough to arrange them in 
seven ranks and five files, lettering the ranks and numbering the 
files. 

Counting ly matra (Carnatic). 

I. II. III. IV. V. 


A. 


B. 


C. 


B. 


E. 


F. 


^ A is usually given in th© orders, 8* 7, 5, 9 ; the point being tbat 

4 and 3 make 7, and 4 and 5 make 9 (9 is never treated as SxS). 6, 8, and 
10 are obviously omitted as being multiples of three numbers which are already 
there, and 9 is, as w© saw, not considered to be a multiple. Those in heavy 
type are in common use. The names refer to the whole rank (JSJea, for instance, 
to the whole of rank A, Triputa to D, &c.), but are confined in practice to those 
files to which they are here assigned. 

^ See Mudalxar’s OrievOal Musk, p. 85. 


8 

Eka. 

4 

5 



7 

9 

3 2 

Bupaka. 

4 2 ' 

5 2 

7 2 

9 ,2 

3 12 

4 1 2 

5 1 2 

Jhampa. 

V 1 2 

9 1 2 

Triputa. 

3 SI *2 

(Idi). 

4 3 3 

5 2 2 

7 2 2 

9 2 . 2: 

8 2 8 

Matya, i 

.4 2 4 

5 2 5 

7 2 7 

9 2 9 

■■ 8" 2 8 8 

Bhruva. 

4 2 4 '4 

5 2 5 6 

7 2 7 7 

9 2 9 9 

■ 3 3 2 2 

4 4 2 2 

Ata. 

S *5 2 2 

7' 7 2 2 . 

9 9 2 2 
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Im mnk A are the different vakes (in, mairm) given, to the bar 
' when it is counted as a eom,piete wMej, that is^ when it 
is, .not ecimposed of various beats This in,€.riy little tune is 

aa instance ^ of the five-unit bar, , Four bars make a section, as 
asnai : 


Khan&jatl Laghu, ESgam MoMna ( * Big Bliupkalifin), 





A common way of counting the uneven numbers is by continuous 
syncopation: 

Sj'j IJ'J Uc 

6 J' J J 1 J J ! &C. 

7 «/" J J J \ 

The name of this is Ciapu Tala. .Pile V is rarely used. 

■ Rank B has two beats to the bar, C, D, and E three beate, and 
F and G four. It is not diflSe'ult to see in these the two, three, and 
four-syllable feet of poetry. B gives various forms of the trochee 
(— u) and iamb (u — according to the beat with which the rhythm 
begins. The five files allow for different proportions between the 
long and the short beat. We may arrange the ten possibilities of 
iambs and trochees in a graduated proportion to a scale of 100, and 
it will be seen that a large number of ways of dividing a bar into 
two hmt» has been reached by very simple means : 

^ In Hiis clmpter TO is used for * time ^ and M for \ 


Eakk B. 
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10 20 SO 40 50 60 ■ 70. 80 90 100 


iambs 


¥ 
IV: 

III 
II 

I 
I 

JI 

trocliees-| jjf 

IV 
V 


I 


18 


22 


2 28 




40 


60 


66 


72 


78 


82 2 


We see from this diagram that Just as the scales took account of 
■irmik of different sizes^ so here the rhythms take account of different 
sized units (mdird) and embody them in a system ; and it is charac- 
teristic, of Hindu practice to tabulate ten species of a thing and to 
make practical use only of one of them. The other ranks may be 
taken in: the same way, and these thirty-five are seen to include by 
impHcmtion one ■hundred varieties of 

A B C ■ D E ' F G ■' 

5 + 10 + ,15 + 15 + 15 + 204^^ 

'To continue : C and D give five varieties of dactyl, amphibrach, 
and anapaest (— u u, u - v/, w w — ), D. II is the normal dactyl, 
&c, f the rest of D lessens or increases the proportion of the long to 
the- two shorts. ' 'CJs our old friend the ' ‘ cyclical ’ daetyP which 
modern theory has criticized out of existence, for Greece at any rate, 
but which made a considerable stir in its day. Here at any rate 
it has five sepamte values of its own. ' E .gives the cretio (— v — ), 
l)acehic (v/ and, antibaceliic'(- — w). 

Of „the four-syllable feet (four beats in the bar — E and G) there 
aie,;sixteeii possibilities' (for two things taken 'four together). Only 
eight: appea.r' here.: 'Thus: F.. I gives 3 2.3 3, and implies 2 3 3 8, 
8, 3 3 2, and 3 3 2 3. G. I, siiiiilarly, four more. 


: ",^,,,,The:'©ycllc!al; on©' in 'wJaicIi ih& mid^i© syllable is sliorter iJbai? it© 


T a 


The other possibiKfaes are : 

2 2 2 3 > 

2 2 3 2 ■ ix. m 

2 3 2 2 r r3.re m the 

3 2 2 2; 

8 2 3 2 ^ ^ wanted. 

^ o o o I already accounted for by aditdlah. 

2 2 2 2 1 

So that ranks F and O fairly represent the chief possibilities of the 

X * X* 

But it will be more interesting to see how the most charactenstic 
of these work out in practice. We will take: 

B. 11. 2 + 4 Rwpaka (iamb). 

D. I. 3 + 2+2 Triputa (dactyl). 

C. IV. 7+1 + 2 Jhamjpa (cyclical dactyl). 


C. IV is used if wanted, 
already accounted for by Mitalah. 


D. I. 
C. IV. 
ind as a curiosity 

G.ra. 


5 + 5 + 2+21 (ionicus a majore). 


Bupaka TSlam. (2 + 4.) 
( 1 ) 
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E%paka is in idea Saraband rhytiun. It is quite one of the com- 
monest TdlSf and presents no difficulty^ as, in practice, it is a simple 
Tfiptita is harder. ' The secret of all these TdU is that the units 
are taken as sums, not multiples. And though seven is not 
a multiple of anything, yet the European having counted three, 
finds it very difficult not to expect another three. The only way 
is to take a fresh lease of counting with each beat It wrill be 
found quite easy to realize all these Tdh if one does as a native 
4oes— count out each beat 1, 2, 3, &c., and tap at every ^ 1 
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AtaTala. 5 + S + 2 + 2. (The Efig omits S and A in ascent). 

Jtfolio estate. J ssa 160 . 



■ , Ala is one of tlie more difficult rhy ttms. ' This particular example 
seems to us almost impossible. We lose our bearings in the course 
of fourteen, crotchets ' divided into semiquavers, especially at sucli' 
a tempo as this, and with all sorts of cross-rhythms in the .^ bowing *. 
The slurp really represent the syllables of words ; and this tune is 
actually : sung, and sounds -very puzzling bat very interesting. 
The is divided into four groups (marked I, TI, HI, IV), and 
the phrase, which is 'the sam.e length as the but does not 

coincide with, it, begins and ends at the third beat of. the first group« 
(Mind the fi,at i) 

, ■ .Later on in the Svaras of this song aiiothe.r sort of rhythm is in- 
duced upon this. Every second crotchet of the melody ends on the 
note which occurs in the words at the . same moment. This 
would have the effect of combining 

Tnpufa , 1 2 . '3* .. H 

Ifa 1 2 3 4 5* TTTT? Tz T? 

But the last two come one unit late. The original tune began, 
we on the third beat, and the Spiros begin on the first beat ; as 
there m a Da Cajfo at the end of them back to the tune, there will 
be two beats to make up ; and this is the in^nious and effective 
way in wMdi it is done. 



ya-ka-mii-lia lia -ra*pa - ga • a& ra- sE : - Jssiii b© - da ri-na-di-ra-sa mi-ga 

The Hindostani Tdk are very much the same in practice as those 
of the Carnatic* The usage in different parts of Hindostaii varies 
' a good deal^ as it does with the Md^, :and it is difficult to be at 
all sure of more than the commonest*. ' But as these are remaik- 
.ably jike those described as' the commonest in the Carnatic^ there 
■is little, doubt that the underlying idea’ is: the same in both — the 
: .poetical metre. The following table. gives them as corresponding to 
'■ the 'Carna:tic. .'list.; .' ■ 







Ekta 

Ektii 


4 4 2 2 
ObautSia 
2 2 4 4 
[Farodast] 


Amongst these the only 2W which is commoner than in the 
Carnatic is G, II Chautdla (i.e. Chm4ala^ ^ four-beat ^). It is used 
especially for Bhrupad^ (see Chapter XI). The three names of 
Titdla (D. II) all mean ^ three-beat \ Some of the other names are 
descriptive— ^ jumping^; zigzag’; Ada-chautdla^ 

* crooked fonr-beat’; Bhamdr (for Aha-wMra)^ * having a high number 
of time-units 

But there is one Tdl peculiar to Hindostan which entered it 
apparently with the Mohammedans — BUra^ It is the only 

rhythm which is treated as a multiple (and therefore cannot li 
Hindu), and it is in very common use. 

Most of the^ TB% which give the rhythm of one bar {mhhdg) can 
be i»ken in pairs of and. are then counted as one bar of 

common time thus : 


TALA 

Gomting % matrS (Hindostan,). 

IL HI. m V. 


n 2 2 

Terra. 


4 2 2 
Tit&Ia 
riQtai 
Tritala 


Sulaphakata 

Mant 


4 2 4 4 , 
^2 4 4 4 * 
Ada-ehaut&la 


6 5 2 2 
l>liamS.r 
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3 *1“ 2 + S Hh ^ "I" 

two bars of f'ecm | J. J J | J. J J j 

counted 1 2 0 3 like Tintdl. 

Or even a single Tdl is so counted : 

2 4" 3 4" 2 4* 3 
Mampa | J J, J J. | 

counted 13 0 3 

SurpMMa^ howcTcr^ tas two blank beats (Mali) : 

4> "i* 3 Hh 4} 

SterpiaMa J 

counted 1 0 3 8 0 

and Ciauidla bas four beats (tdl) and two blanks (Mdk) : 

4 + 4 -I- 2 + 3 

Chautdla J J 

counted 1 0 2 0 8 4 

Ada^-ehautdla^ again, four beats and three blanks : 

3 + 4 + 4 + 4 

Ada-ehautdla J 

counted 1 3 0 3 0 4 0 

Indian rhythm, then, moves in broken tip mtovMdpSy each o£ 
which contains one or more tdk»^ We can equally say of ours that 
it moves in sections broken up into bars each of which contains one 
or more beats. In what does the difference between the two systems 
consist? 

It may be answered that theirs is derived from song, ours from 
the dance or the march. That both are based on the numbem 
3 and 3, but that they add and we multiply in order to form com- 
binations of these. But the answer which goes deepest is that 
their music is in modes of time (as we saw also that it was in modes 
of tune), and that ours changes that mode at will by means princi- 
pally of the harmony. 

In order that rhythm, an articulation of the infinite variety of 
sounds, may be upon some regular plan, the plan must have some 
recognizable unit of measurement. India takes the short note and 
gives it for a particular rhythm, ,a certain value as opposed to the 

^ It; i® tDoTotiiiiiate fcliat the word i» also ^ iised in. the sense of to mean 

the * time * of the mnsio. 






gJj 




¥anetj; taej tmci variety m tlse mmd^ wHose constitution is, as 
we have seen, extremely various, and must look elsewhere for unity 
Both of m find what we want in the larger spaces of time:; thej 


The dpard is a constant. In slow time there may ■ be only two 


senes of four is unbroken, except at' the end of the verse or the 
soiiff, that is* where the sinsrer breaks off temnorarilv or altogether. 


fie can see way liais musi; oe so. suppose Hie song is m 
(j J I J J ■ 1^ Unless there were some accepted number 
of piMd^s to the dvard it would be impossible to know that the 
music . was not . in the larger ■ dparS , (i. e. in fewer , uMd^^) of 

T/sa/ra (j. J J j J. J J !> &c.) or of Jhampa {j J. J J. j 


' E%ak ' (03ae dmrdX 


Jiiampa (J Swril). 


Tovm (f amrdn. 


If the length of the dparS were not certain, the rhythmical 
^mode*, which has a connotation of its own Just as the melodic 
^ mode ^ has, would not be clear, and all cross-rhythm, a corner-stone 
of this music, would become impossible; for this presupposes 
a constant against which something else is inconstant. 

The * section * in Europe is often, too often, also of four bars ; it 
is this fact that makes much of our church services musically un- 
attractive. But the section can have, and in the best music it has, 
a varying number of bars* Its length is altered, either really or 
apparently; it is either .actually shortened or lengthened, or else 
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ia -wliicli the sections are twice shortened from four bars to two/ 
and thC' phrases twice overlap so as to produce the effect of two 
three4>ar sections. It would be clearer if our music were printed 
as Handel WTote (though not consistently) his Memak^ with bar- 
lines running all through the staves at each new section, and between 
these places only through the single staves; it would have the 
effect which punctuation has upon the written word (and would be 
as difficult to get right). An instance of the Judgement he exercised 
in this matter may be seen in the two versions, given in the auto- 
graph score, of the opening symphony of /But who may abide/ 

There is one ease, however, which puts the thing in a nutshell. 
In 1893, when | rhythm was less familiar to Europe than it now 

is, Tkbaikowshy felt it necessary in his Sixth Symphony to do two 
things. He kept the metre free from complications; the Scherzo 
is almost entirely based on the crotchet, and the Trio on the minim. 
He also kept the sections uniform ; they are in four-bar rhytbm 
throughout except in two places — at the return from the Trio to 
the Scherzo, and at the Coda — the very places in which, as we saw, 
liberty was allowed in the dvard. It was only there, in fact, that 
he felt his rhythm so securely established that he could play with 

it. But now that it no longer piques our curiosity to see how % is 
^ beaten / and that the problem of counting it accurately no longer 
provides us wdth a painful pleasure, the monotony of the sections 
comes back upon us with fatal force. But the four-bar section 
would not have this effect if, like the Hindus, we had a large 
assortment of variously characterized rhythms to fill it. 

It is harmony which puts it in our power to prevent this fre- 
quently changing 'length of the phrase or section from upsetting 
the unity of the rhythm. In this Adagio from Haydn^s First 
UujMrtet: 



the harmonies by their postponement to the second bar clearly mark 
the. beginning of, a .section there, and tell ns that, the .phrase, of, ..the. , 
first bar is to be regarded as extra Then by entering at 

the normal place in the sixth bar they proclaim that that phrase is 
now taken into the sentence. They are not responsible for the 
assertion that bars 6, 7 and 8, 9 each make a section ; that is made 
clear by the balance of the phrases they contain — the phrase of 8, 9 
is an inversion of that in 6, 7. But the harmonies again compel 
us to take bar 10 as a section all to itself, for they exactly repeat 
those of bar 9, only a place higher. This somewhat intricate 
arrangement of sections would be confusing but for the fact that 
they make up in all a period of twelve bars-^that is, the time 


I 
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length of tli,ree norma! sections — mi so their excessiw ¥arietj is 
.unified,. . . 

Ye,rj.,si..mi!arlj in Chopin^s Sixth Nocturne a twelve-bar unity is 
reached by a dif erent distribution : , 



and this is the work of the harmony, more especially of the tenor 
part: 



werlapwltli 

' , . , ■ aewpliimse. 


But these ' two examples are the opening phrases of two several 
compositions where a certain clearness of balance is necessary and 
some general unity (here twelve bars) is indispensable: in the 
course of a composition (as we may conclude from Ex. 318) no 
such higher unity need be or is aimed at ; the sections may be as 
various as the composer pleases.' 

It is needless to give instances where the harmony graduates the 
stress of the rhythm, as every page of music is full of them. This 
is a distinction which Indian music is also fully alive to, as we 
shall see in the next chapter. 

It is sometimes thought that these uneven times— 5, 7, 10, 14, 
and so on — are full of suggestion for European composers. This 
on the whole may be doubted, because duration is not the same 
thing as stress. All these Indian rhythms have their ramm d'iire 
in the contrast of long and short duration, and to identify these 
with much and little sfere^ is to vulgarisie the rhythms. The only 
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genuine instance we have of their method is Saraband rhythm, and 
we see instantly how in 


Xa - scia, chlo plan » ga 


mia era - da sor • t© 


tlie effect is lost il the second minim in addition to being* Ieng*tlieiied 
is also emphasized* Stress pnlsesj and demands regularity ; duration 
is complementary^ and revels in, irregulariiy. In order to get the 
tree sense of duratio,n we have to get rid of stress^ and this would 
mean that we must find some other means (as the Hindus do) of 
.marking the beginning of the bar than by accenting it. Tschai- 
kowsky^s Scherzo and Trio do this. The Scherzo is in elongated 
trochees (7 + 3 instead of 6 + 3) : 


instead of 



SSXi. : 
S25,; 


Both these 'phrases .are characterized j the first by crotchets with 
'an incidental triplet^' the second by ■ the dotted minim. This rhythm 
pervades the whole, although the units are afterwards slightly varied. 
The Trio is a truncated Saraband, and by its figuration appears as 
a contracted ia'mb '(2 + 3 instead of '2+4) : ; , ■ . 


instead of 


The way the composer has defeated the stress is by a variety of 
devices ; in the Scherzo by the cross-bowing, running quavers_,' and 
syncopation of the accompaniment, in the Trio by the crotchet drone 
bass. And if the conductor would now lay down his stick for this 
passage there would be nothing to distinguish it from Indian rhythm. 

But the fact remains that we feel these things as elongations and 

S The two movements (Bxa. S24 and 826) correspond prscticallj to C. IV 
(7 + 1+2) md B.I(2 + 8). 
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tniEcatioES of rliythms which are familiar to iis,. and they could 
hardly be: naturalized. Perhaps this is why in his Tariations on 
a Hungarian air in I (Tevra) Brahms drops in the fourth variation 
into common time beginning on an off-beat^ in the fifth and sixth into 
|, beginning on an off-beat^ in the seventh into overlapping phrases^ 
and continues from the ninth onwards frankly in | and Perhaps 
he felt that he could best explain the nature of this rhythm hj 
showing that it was like all these things which we have^ but was 
not the same as any one of them. 

But considered as forms of our rhythms gone mad they have 
a definite use^ as, for instance^ in Tristan^s delirium (Act ill, sc. ii), 
where fragments of melodies, his whole past in fact, come thronging 
disjointedly' into his mind.' Only these are not Indian rhythms. 
They are European rhythms distorted to suit the state of his bodily 
pulse; it is precisely the pulsation of them that is insisted upon. 

The modem use of these unusual rhythms is again different. The 
constant changes of time — some half dozen perhaps, !•, f, f , 

&c,, occurring in not more than twice six bars — are part of the 
striving of the last twenty years after realism and away from 
formalism. Composers aim at substituting the rhetorical accent 
of prose for the metrical accent of verse, at imitating in instru- 
mental music the broken accents of the speaking voice. As such 
their music has nothing in common with the systems we have been 
discussing where metrical law prevails. They appear to defy law ; 
and they are justified, but only by success in the particular instance. 
Thus, of two such instances, we may say that Cyril Scott^s Sonata, 
Op. 66, is less convincing rhythmically than Stravinsky's PeiroueMa. 
For the latter has large tracts of uniform time which enable the 
vagaries to be felt as contrast, whereas in the former there is no 
such contrast — because it is all contrast. 
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in ’. The second finger 
rises as the first falls. 


Ranganna, Mysore. 







CHAPTER IX 


DRUMMING 

Monsieur le GraBd knew only a little broken G-erman, only tbe 
really important words— 'B read, Kiss, Honour— but be could always 
make bis meaning clear on tbe drum. If I wanted to know, for in- 
stance, wbat was meant by * Liberte ’ be would drum tbe Marseillaim 
— and I understood. If I did not know tbe meaning of ^ ^galite’ 
be would drum jT# ira, 0 ira . . . les uri^otraU d la lanterm—Mk^ 

I understood Hm. If I did not know wbat ^ betise ’ was be would 
drum tbe Dessau marcb—wMcb we Germans, as Goetbe records, 
used to drum in tbe Cbampagne— and I understood Hm. He 
wanted once to explain to me tbe word *L*Allemagne and be 
drummed that old, old tune, simplicity itself, tbe tune that you 
can bear on fair days outside tbe booth where tbe dancing dogs 
are — dumby dumb. It made me very angry, but I understood 
him.— 'H eito. 

The dram is used not, as with ns, to assert the accent at special 
moments, or to reinforce a crisis, but to articulate the metre of the 
singer s melody, or to add variety to it by means of a cross-metre. 
There are four main elements in drumming : the quality, the inten- 
sity, tbe pitch of the sounds, and the time-intervals between them. 
We do not, on the whole, use percussion much. When we do, we 
value it, perhaps, chiefly for the graduated intensity with which it 
points the rhythm. We look a little askance at varieties of quality ; 
we recognize the drums {grosse caisu or tgmpani\ the cymbals, and 
the triangle ; but we are not quite sure how far the tambourine, 
castanets, and Berlioz^s flannel-headed drumsticks are legitimate 
music. Of the pitch we only demand that it should not clash 
with the pitch of other sounds, it is in no way a vital constituent 
of the harmony, which is almost invariably complete without it. 
The time-intervals of the drum-notes reinforce as a whole those of 
the other instruments ; they seldom cross them, and only produce 
a certain amount of confusion when they do, which, however, may 
be a useful resource upon occasion. 
im q 
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la Hindu music tie graduated inteasitj of the sound is very 
little regarded, either in siaging or playing or drumming; because 
their whole scheme is not accentual, but ii^uantitative. It is true 
that the first of the bar (the mm) is louder than the rest often, 
not always; but this is not in order that it may, as with us, stand 
out against other accents, but because two quantitative schemes are 
apt to coincide there, and two sounds are louder than one. The 
time-intervals are with them all-important, and show great variety ; 
it is seldom that more than a few bars, out of hundreds, are 
drummed in exactly the same way. And the drumming is practi- 
cally continuous ; it is only occasionally silenced for special contrast. 
The pitch, again, is all-important, for it is invariably the keynote, 
and frequently the drum is the singer’s only accompaniment. 
Lastly, a maximum of variety is got into the quality; and this 
not mainly by the variety of the instruments. Eor though there 
are scores of shapes for drums, tambourines, cymbals, triangles, and 
so forth, they are not usually assembled together, because concerted 
music is the exception, not the rule. The variety is got out of the 
drum, or the pair of drums themselves. They are played with the 
full hand and the fingers, rarely with sticks ; there are half a dozen 
strokes for the right hand and three or four for the left. Of these 
Lady Wilson^s ^ drummer said, ^ The beat (with the left hand) is 
like the seam of my coat — that must be there ; the other notes 
(with the right hand) are like the embroidery I may put according 
to my own fancy over the seam/ These ‘ notes ^ are differentiated 
not by pitch, but quality. They are also articulated by great 
intricacy of time-interval. For neither of these two things has 
our music any real analogues; and the Bengalis do not overstate 
the case in their saying ^ Yantrapatir mrdmga ^ (the drum is the 
father of instruments). It is proposed now to examine Indian 
drumming under these two aspects : quality and metre. 

ToNE-quALixY, Under a multitude of names there are two main 
types of drum. The mrdmga played at both ends with the hands 
(or if with sticks, called dhol ) ; and the pair of drums, tabla^ the 
right hand imna and the left hand iagan. Both kinds are tuned 
in the ordinary way by brac^ {diwal^^ between which and the wall 
of the drum (cAaUu) tuning blocks (gatia) are wedged. In the 

* Jt Mwt Jaoowfcf Mindu Bifstm ^ by A. 0. Wilson, 1004. 
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mrirnga the driving in of these w^edges sharpens both ends simul- 
taneously, When, as in the better class music, it is desired to have 
both drumheads {warka) in tune with each other, another device is 
adopted. A mixture of flour {dta) and water is worked on to the 
middle of the larger ' drumhead to lower the tone to the desired 
amount. The two heads are commonly tuned an ^ octave apart. 
The plaster also adds to the resonance, and seems to be valued for 
that reason. It is therefore retained in the tabla^ although it was 
not necessary here for the tuning, because each drum has only 
one head, and the braces do all that is wanted. On the mrirnga 
the plaster is fresh made whenever the drum is used ; on the tahla 
it is applied once for all, and has frequently been mixed with iron 
filings to add to the resonance, and is then black. It is called slgahi 
(blackness) or dk (eye); the rim of the drum-wall over which the 
skin is passed is kanar, and the drumhead, which is visible 

between that and the ak, is known as warka (lit. leaf of a book). 
On the left drum the ^eye^ is in the middle; on the right it is 
eccentric, in the ^ north-west^ corner, lying under the tip of the 
forefinger.^ The different tone qualities are obtained by striking 
with the full hand, or the several fingers at different places, and by 
damping or releasing. They are distinguished by names (hoi). The 
iabla are generally tuned in unison, occasionally at a Fifth from each 
other ; hut there is no idea whatever of ‘ dominant-tonic ^ in this 
tuning. The alternation of sound between the two drums is incessant 
and instantaneous, so that the two notes merge ; and they are ob- 
viously there for the same reason as they are upon the drone strings 
of the tim or iambura^ only as an enrichment of the tone. The note 
of the dram is also altered by way of ‘ graced There is a special 
hour-glass-shaped drum, especially in South India, small enough to 
he held in the hand, which can then squeeze the braces and sharpen 
the note. On the tahla too there is a special stroke (called ghe) 
which can be made with either hand ; after a blow from the full 
hand the hall of the thumb is slid forward across the drumhead. 
This raises the pitch slightly and produces a sound like a galosh 
leaving the mud, curious, and by no means unattractive. 

The mdaiiga and dhol are respectively barrel-shaped and cylin- 
drical. The tahla^ left and right, are of the shape of a giant tesrcup 
and coffee-cup respectively; the left is tucked into the crook of 
s Sometimes the ‘ eye * of the right dram is called slwM md that of the lelt dfc. 
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. the knee, the right is propped against a cloth. . For the other 
varieties of percussioiij any one who has, not access to Captain Day^s 
excellent illustrations, may get a rough idea of them from the 
photograph opposite of some South Indian specimens. Theiara- 
dwaiya^ rndnlckai^ and htduhudiJce are three sizes of the same make, 
the smallest being squeezed in the hand, the longest under the arm. 
The imadimiya is beaten with a padded drumstick. Against it 
leans a koMam^ a metal tube with serrated edges, which are rubbed, 
to produce a grating sound, with the metal pin on a chain, which 
hangs down over the tambourine {kanjari) below it: it is used fay 
pariahs, especially by the Pulaiyars of Travancore, for casting out 
devils. The goblet-shaped idtipe is used by Lingayets in temple 
worship. Below are the ndyari^ seventeen inches in height and 
diameter, for use on an elephant and in the temple, with seventy 
turns of lacing : the maddale (wrr7a/zy<x-shape) hollowed out of a tree, 
and the Mohammedan dolu [dkol) of copper. The dhol is played 


Uclin^e Udnkkai 

Udukkai Karadivadya 

Budubudike Tambourines Kokkara 



Tamboarines 

Maddale Nagari 

(From tlie collection in tlie Museum, Bangalore). 
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Mot is miieli help to bo got froia the books ^ the author takes for 
granted that a thing which he sees and h--ars every day will he 
familiar to his reader, and accordingly omius to differentiate the 
strokes in words, 'and he does - not always state their duration, which 
is of vial importance for the normal dram-phrases {thka) and their 
variants {pur&ndj which we shall examine later- The list on p. 231 
was obtained from the court drummer, Nanne Khan, at Bhavnagar 
(Qujarit), and is supplemented by statements of various others at 
Calcutta, Bombay, Allahabad, Lahore, Jhekm, and other places, 
and checked by the list in T- B. Sahasrabuddhe's book (in Marathi) 
and ■ A- B. BingVs Indian Munc^ the only Ml account of the 
matter in EnglisL ■ 

' The list is not complete, although the most important hoU are 
probably there* Those of the right hand begin with dentals, those 
of the left with gutturals,^ and those of both hands simultaneously 
with aspirated dentals. There are a variety of other ‘successive^ 
and ‘simultaneous ^ strokes, A few of the ‘single^ hoU are shown 
in the photographs of two drummers (at Mysore and Lahore) 
facing pp. 225, 227. 

Timjs-inteeval* These drum-words {lol) are distributed in 
drum-phrases {theka)^ which constitute the drummeris memoria 
ieehnica for the particular Tdl^ and in drum-variants (parand) ^ ; the 
former^s duty is to ‘keep up" the tdl^ the latter’s to ‘swelP it 
(Pingle)* In the next diagram are exhibited thekas of Until from 
different localities* 

The first six of these are genuine thehas : the alteration oidio t 
in the first thekuB and the trikara in the sixth is intended to 
distinguish the blank (kAdli) section of the bar (marked 0) from 
the others* The eighth (from Jhelum) is an instance of four bars of 
&irpiakta treated as one of TlntdL The seventh (from Calcutta) 
is of the nature of a parand, that is, the drumming of the various 
beats is contrasted. 

The six parandB from Bombay are continuous. At the end of 
the fourth line, at ^ ta ta ghinna^ begins a new rhythm in three 
time, which comes to an end just as the singer, going on in four 
time, reaches his sum at the beginning of the seventh line. This 
is a simple instance of a thing which is often enormously complex, 

^ We uw If im 4 1 for double tonguing on brass insferranents similarly, because 
of tbeir difi^inctoesa. . • Pronounce < piiixiind’. 


dba dhia dhin dha dha dbia dhin dha dha tin tin ta dha dhin dhin dha Lahore (Begambttr) 
na dhi dhi na na dbi dbi na na dbi <hii na na dhi dhi na Jhelum. 

na dbin dhin na na dbin dbin na n^ tin tin na na dliin dhin na Gujar&t (Pijagle). 

na dbin dbin na na dhin dhin na ta tin tin na na dhin dhin na Amritsar, 

ta dhin dhin na ta dhin dhin na dha tin tin na ta dhin dhin na Allahabad. 
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whicli is ¥eiy common., and which, gives great pleasure to an Indian 
andiencCi who invariably greet it . with appreciative acchcka s 
good ' It is rare in our music, though instances are to be 
found, as of most things, in Bach ; here, for instance, is one from 
the first movement of the Violin Concerto in E major : 


Bx». 

am 



mmmmmmm 


Ei.:jJ31=:.r?aq 


I,—— - - 

r >• 5»r' ■ ■ 1 1 'i 

1 J a*— («H 
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in which the violin breaking into three bars of | arrives at the 
reprise of the theme simultaneously with the piano, which continues 
in common time. Another instance is the common Handelian close : 


2 S X 


8 12 8 
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Sweet is plea-sure af 


ter pain 
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wMeh^ though a still simpler demce, is nsed for the same purpose 
of cinching the final note. (Cp. InL Mm. MmtMy Journal^ Oct. 
1918, pp. 3-^7.) 

What appeax in the ymmd% given above to be a nninber of 
new loh^ are really those we have already met with subjected to 
phonetic decay* Thus (In alphabetical order) : 

dene esdhi + na 

del s= dhi«f ta 

dliag(e) = dha + ghe 
diian sssdha+na 
dkikita =dM + ka+ta 
gadi = ga + di 
gidi = ghQ + di 

gina = ghe + na 

ghitira =glie + ti+ta 
greden = ghe-f ta+dhi-f na 
Mridha =ka+ti + dhS 
krita =ka+ti + ta 

trika =ta + ti'*fka 

trikara = ta+ti + ka-fta 
tntn ? 

The time-value of the stroke is not impled in its name, though 
the compound Jo/# naturally take longer than the simple. These 
values have to he learned by watching and noting performance; 
and those given here have no more authority behind them than 
a few mornings devoted to that rather tedious occupation. 

But without inducing a climax, in a* different rhythm are 

often introduced Just for fdn. The singer and drummer like to play 
hide and seek with each other ; and the audience watch the contest 
with amusement. The drummer is worsted in the contest in the 
f ollowing (phonogmphed) passage ; 

B&gS&rang. 
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The last few notes aro 
inaudible because the 
player took his reed 
out to utter the Ban, 


in Adachautdla^ between iMimi {o}m^ AnA taila. They were 
asked to begin with four {kehm and go on with parands. The 
section {amrd) is marked off by the double bar. Down to the first 
double bar, however, is ad liiitum. It is Aldp (prelude) with 
which the music always begins, in order to establish the Bdpy and 
it is not in strict time. But the drummer is trying over his Tdl 
too, and though he gets the same number of beats as the singer 
they did not, as a matter of fact, exactly synchronize. From A 
onwards it is in strict time, and after the four tkekaSy the pamnds 
'be^n,, at .,B.' Here the drummer .breaks into an eigbt-rhythm 
(instead of seven) for variety. The oboist also varies. His phrase 
should Lave ended at C, but it ends a bar before. He ends the 


^ Properly one bar of 14 crotchets ; here given for convenienoe as two bars of 7. 
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next one, however, correctly at D. Then he has a short one of two 
bars ; and then, at J = 170, a long one of six bars and an extra 
minim. At this point the pace becomes furious, and, shortening 
his phrase by that extra minim, he ends it up with Han (yes) at G. 
Meanwhile the drummer, about D, has dropped his cross-rhythm, 
and seems to be plotting something a little more interesting. 
When the oboist begins his six-bar phrase, the drummer varies the 
little figure with which he started at B; thus : 


The fi^re is ^islocateii to give 
a suhsidiairy cross xhjiihxiu 


w^hicli now becomes tbree-quaver rhytbm : 

.F37373J JSJmiJSn] 


and so tkrough an orgy o£ triplets, accented on tbe middle note, to 
the end. 

Whatever the reader may think of tbe melody, he will not deny 
the oboist a firm grip of a difficult rhythm. (His name was Panna, 
and he was said, incidentally, very likely with truth, to be the 
^best Shahnai player in Hmdostan%* the axis of the earth sticks 
up, however, in every city of India just as visibly as Heine said it 
did in Germany.) It is probably not accidental that the tempo ends 
up at J = 260, exactly twice as fast as it began, and tbe phono- 
graph leaves no doubt about the fact. The drummer is not so 
strong. He drums throughout in Tintdl ; and there is nothing in his 
parande which shows that he feels the rhythm of AAaehmtdla at 
all He ought to arrange to meet the player at one or other of 
the Bam (A, B, C, &c.), and he does not do so in any case, although 
he manages to get a general sense of climax towards the end. 
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The two oboes, always nearly and never quite in tune with one 
another, produced ‘b^ts’ which in the phonograph are heart- 
rending. Afterwards the Havildar played alone these two bars 
of Chmtdl, which the drummer ornamented at different places : 


Bag Sindora (Dorian, hexatonio). 

Tal Chautal. (4 + 4 1 - 2 + 2 quavers.) 

d=80. Phonogram. 



(iaanoiWe.) « 

o — 


(inaudiWe ; probably regular cro 

fecliet beats, pjo.) ■ (3+3+2) 




These give hut a slight idea of the intricacy which is sometimes 
attained by a really good drummer. They are given because the 
phonograph guarantees their accuracy. Unfortunately it is difficult 
to get both player and drummer into the phonograph, and I could 
only manage it when both, as in these cases, were very loud. In 
the ease of song and drum, the song, and in the case of and 
drum, the drum alone is audible. In this last specimen at the 
places marked ‘ inaudible’ the drum was quietly tapping the regular 
beats of Chantdl. 

Drumming of this kind is in fact the substitute for counterpoint ; 
it serves the same purpose as that does of carrying on the interest 
of the music over the ‘dead’ points, or of converging on a crisis. 
We are familiar with just such cross-rhythms in fugues ; in the 
following example the voices are never all in the same rhythm, and 
throughout bars 80 and 81 they are all in different rhythms . 
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Mil, 

sm 


Eupak, 2 + 8 unite. 

I 2 {nokMU) 

Tin trikaddM nana 

j rs j j j 

EUpck. 2 + is=6i2iiite, 

12 0 1 2 0 
Bhlga nana tnnna ] dhinna nana tunna 

r: r: r2 n ri n 

Tevra, $ + 2 + 2*7 nnifcs. 

1 2 3 1 2 8 (no khi^U) 

Kadhina dhina dlia j katina tina ta 

rn J m r: j 

Qajcda. 4 +5*9 units. 

1 2 (no khMi) 

Tin takadhin nana 

J IZ J J'J 

Swrphakla. 4 + 2 + 4=10 units, 

1 0 2 3 0 

Dhagi tita dhagi dhagi tita 

rzjzjzr^jz 

Jlmmpc^ 2 + 3 + 2 +8*10 unita 

■ 1: '2".' 0 ^ 

lOhin dkatnna katta dhatnna 

J m r: rrz 


1 0 


4 + 4 + 2 + 2*12 units. 

2 0 S 4 ^ 

Dliadhadhinta kitadhadhinta titakita g adigina 

J J 'T"3 J J J J' J 

Adachaum, 2 + 4 + 4 + 4 * 14 unite. 

1 *2 0 8 0 4 0 

Bhitrik dkinatuna k attadhindliin n adhindhinna 

i'"' J"" 

Ehamdn 5 + 5+4*14 umts. 

... 1 2' $ 

Tadhe dl>© dka t^ita kitataka 

j'j J J jzri rrrz 


(no khciU) 


The abcyre i® the method, or it would be better to say a method, 
at Poona. The last two contain a cross-rhythm. They end 
respectively 


and 


dkindliiniia dhindhinna 

jrn 

taka takita taka 

iz jzn rz 
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Pace {layd} ahb *'spbib^' {Mid). There are tEree degrees of 
tempo I slow {pehmlit)^ moderate {madhpd}^ and &st {drutm). In 
wEateirer tempo^ the mnsic has a normal speed-nnit, i. e. it is in 
crotchets, as we should say, or else in quavers, and so on. Boiih 
lings and halvings of this unit {rmim ) — as we say, angmentation 
and diminution — are common, and have names. The normal speed 
is caUed the * time of the time^ {hdrohart), or it is named dM from 
the- average length of the principal drum-beat of that name. The 
alterations of this speed are, taking the crotchet as the unit : 

J TM (lit. a loud sound). 

J Dia, or Bdrohdn (the time of the time). 

Bvignni {Dmi^ Bigan), ^twofold*. 

Caturguni (Ckaugan)y ^ioxiTtoli^. 

A ^ sixfold ^ speed is known ; but this generally not the ^ hut the 

triplet-semiquaver as in . We need only concern ourselves 
with Bmi (twofold). This principle of doubling the speed is at 
the root of the curious form the t^ekm have assumed ; it results in 
'convergence^ of the Tdlj either (1) in itself j or (2) with some 
other TdL 

CoNVEEGENCE of OHO !Ml. A bar of a Tdl is beaten with one hand 
while two bars of its Bmi are beaten with the other. Using Ta 
for the right-hand stroke, jKh for the left, for the empty beat, 
and BAd for both hajxdsy l^ntdl may be converged : 

1 2 0 3 1 2 0 8 Right, Ta 

1 2 0 8 Left, Ka 

' Bha' ta la /vta- ta ta/ka ta 
orSurphakta.. ' 

1023010280 Ta 
i 0 2 3 0 Ka 

Bha- a. ta ta ka ■ ta : ka ta ta a . ... 

or Chautal. 

102034102084 
1 0 2 0 8 4 

:.:Bha- a ' ta a .dha ta ta a Uha ,a 4ha. ta 
: **■ V . -.'orTevra 
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Similarly one Tal may be ' converged ’ with another : 

mm jl 2 0 8|1 2 0 S|1 2 0 8| Bight 

ChaviSl] 1 0 2 0 8 ^ I Beft 

Dlia ta a ta ta a ta dha ta ka ta 

■■ or,. 

nnim {12 0 S I 1 2 0 S 1 1 ,2 0 8 | 1 2 0 8 1 1 2 0 8 

SurphMa 1 0 28 Ofl 0 2 S 0|1 0 2 8 Ojl 0 2 8 0 

Dka ta ka dlia ta dha a dha dha ta ka ta dha dha a dba ta dha ka ta 

We have confined ourselves to three boh — ta^ ka^ and dha. But 
when all the boh are used we see that the application of this principle 
of eonvergenm might, if we happened to know the details of the 
process, result in the concrete examples of the fheha^ already given. 
We see, at any rate, that dha comes to be a long beat (dha) because it 
is generally succeeded by and the prevalence of tifakira (irikara^ 
irikad, tnka^ irik) in the thekas is accounted for there by the 
prevalence of such forms as takata and tatakata here. 

CxjMULATiOT!sr. There is one other principle of disposing the beats 
and silences which accounts for a few out of the way Tdh^ and 
which must be mentioned for the sake of completeness. It consists 
of cumtdating the beats and punctuating these by blanks. Thus : 

one one two two four 
(fl) 10j20IS40l560|789 10 0[ 

one on© two three four 

(b) 10|20!S4015670I89 10 1101 

one two three four five 

(c) 1 0 I 2 8 0 j 4 5 6 0 I 7 8 9 10 0 I 11 12 13 14 16 0 1 

In all these the cumulative element tends to throw stress upon 
the final heat (in a, 10; in h, 11 ; in c, IS). This, accordingly, 
becomes the first of the bar, and these three Tdh are received into 
music, with special names, as follows : 

[elO] one one two two four 

(а) BataH 10l20|80I4601670i89 10..1 

[«11] one one two three four 

(б) Brahma 10120|80i460l6780|9 10ll..| 

[—15] one two three four five 

(o) Budm 1 0 1 2 0 1 8 4 0 1 6 8 7 0 ] 8 9 10 11 0 1 12 13 14 16 I 
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The striking thing about these Tdh is their length; 15^ 16^ 
and 20 units respectively. There may be a reason for this. It 
will be noticed that a is in geometrical^ e in arithmetical pro- 
gression. (On those principles the cumulations might have been 
variously arranged^ but it will be found on trial that other arrange- 
ments are not so satisfactory.) -We are told that Samri (a)y 15 units^ 
in this its true form, is no longer in use, and that in its modem 
form it is simply taken as (16 units) ; and we can see that 

fifteen units is difficult to count, and that Brahmatdh (6) of sixteen 
units is an, adulteration of it and a substitute for it. It was clearly 
necessary in these progressions to take a reasonable number of 
cumulations in order to display the principle j but there are other 
reasons for not taking a lower number of them than has been taken. 

In (a) 'one, one, two ^ would not have shown the progression, and 
^ one, one, two, two ^ would have been too symmetrical, and Hindu 
Tdl loves variety. 

In (c) ' one, two, three ^ produces nine units, which is seldom 
wanted ; and ^ one, two, three, four ^ produces fourteen units, which 
there are quite half a dozen other ways of counting. However, 
no doubt both these could be used, and probably are somewhere, 
and under some name or other. 

Indian drumming, then, varies the quality rather than the 
quantity of the tone. It practically ignores accent for its own 
sake. Such accent as there is on the first of the bar is due to 
the fact that two rhythms diverge from that point and converge 
at the beginning of the next. or a later bar. It is the accent 
induced by the juxtaposition of opposing metres, as in the Bondo 
of Beethoven, Op. 22 
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absence of barmoiiy (wbicli lie does not mentally as we do) 

and in the disregard (4 + 4 + 5 + 4 + 5) of the fixed oection (4 + 4 , 
&€•, or 5 + S, &c*, which he demands), there is nothing to hold it 
together. But he would be in sympathy with the metrical scheme : 


2*1 + 2-1 + 2 ^ + 2 ^ + 2 
2 + 2 + 3 + 3+2 
2 ^ + 8 ^ + 2 -^ + 3 -^ + 3 
2+2 3 + 3 + 3+2 


12 crotchets (4 bai«). 
15 crotchets (5 bars). 


It is this kind of Yariety which he gets from his drumming 
((iardara)J' He uses the drum ornamentally, and not as we do 
(with the exception of certain dramatic passages) structurally. 

^ Bardara^^da-da-da-ddf a word formed from the name of the principal drum- 
beat, dha» 4 and r have practically the same sound. 


CHAPTER X 

THE SAMAN CHANT 

It is a bemoanable pity to consider bow few tkere 
are who know, bnt fewer wbo consider, wbat wonderful- 
powe:fful-efjcoicious Virtues und Operations Musick bas 
upon tbe Souls and Spirits of Men Divinely-henU 

Thomas Mace. 

An inquiry into the ethos and structure of some of the oldest music 
of which there is any record is not a mere piece of antiquarianism ; 
it throws that sort of light on the music of modern India which 
a knowledge of the geology of a country throws upon its scenery* 

Before coming to the Sdmaveda itself it will be necessary to 
glance at the recitation of the other Vedas, especially the Rgveda. 
For the Sdmaveda has borrowed the large majority of its text from 
the Mgveda^ only altering or expanding the actual words so as to 
make them suitable for chanting; and much of the grammatical 
and prosodical determinations of the J^veda has been given in the 
Sdmaveda a musical meaning* 

The Rgveda is recited now, as it has always been, to three tones ; 
for the accent was originally a mark of musical pitch, and became 
a mark of stress only after the beginning of our era. The ^ raised * 
{uddtta) and ‘not raised^ {anudatta) sounds represent the two main 
pitches of the speaking voice; this is the prose accent of the 
Bfdkmanas ; and there is nothing to show whether these two prose 
accents had any musical relationship. In addition to these two 
there was, for the reciting voice, the ^ sounded^ tone {svarita)^ which 
is shown on philological grounds to have been originally between the 
two others in pitch, but which is in the ^veda above the uddtta. 
No explanation is given as to what is exactly meant by ^ sounded^/ 
although it seems clear from the treatment of svarita that it means 
^ graced ^ The svarita is in effect falling accent of a dependent 
nature, marking the transition from an accented to a toneless 

‘ Haug (Uefcer das Wesm^ &e., p. 74) appears to accept tbe view that smrita 
from Smra (like geM from Tm) means ♦ accentuated ^ But (1) this looks like 
a false analc^ from the double meaning of 2bn, and (2) svarita must surely be 
connected with svara, which meant, technically, a downward slide through the 
smruSf i.e, the smrita was that note to which this slide was attached. 
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syllable. It regularly follows the uiMta^ to the rise ol which its 
fall ■ corresponds in pitch*^ But also, ^ the first part, of the m^ariia 
sounds higher than, the uidita^ (ibid.), so that the smrita is practi- 
cally an ornamented uddtia falling to an indefinite pitch below it. 
This indefinite pitch is called pramya (‘'throng*'), in allusion to the 
number of unaccented syllables which occur there in succession; 
.the ptmaya is toneless, as distinguished from the nidUa and mu^ 
ddUa^ which are toned.^ Before the rise from the pmcaya to the 
next uidUm or svariia^ the voice descends to a ^ lower ^ [samaiara) 
or ^ more lowered ^ (middUatara) note, which is below the anuddUa^ 
That is the original theory of the recitation; it will be seen, 
however, that it is modified in practice. This example, from Hang, 
p. 52, shows the marita marked with a perpendicular line over the 
syllable, the muddtta with a horizontal beneath ? ; the uidtta and 
^racaya are unmarked : 

us A U A U S A U S 

4aiii no . . de - vir a - bhi - sta - ya & - po . . 


P A U S P A U S P 



bba-van-tu pt - ta-ye . , tarn yor a -bM sra - van * tu nab 


This is the Poona form of recitation taken down by Haug from 
the lips of Maratha Brahmans.^ Only one form of the marita^ the 

^ A, A. Macdonell, Fed«c grammar, p. 77. 

2 It is tempting to see in the pratcaya the counterpart of pyknon. The 
pyknon was the cluster of three notes at intervals of a diasia (c[uarter4one) which 
occurred in the Enharmonic genus (or of a semitone in the Chromatic). Thence 
there was a leap to the mesB just as there was a leap from, the anuddttay or 
pracami uddtta. But the pyknon -was hot an amorphous cluster; one of 

its three notes stood out from the other two, was in fact of the nature of a tonic. 
This is closely analogous to the toneless pracaya in which the toned anuddtta 
stood out. And this * toneless tone ’ may, further, be in principle the forerunner 
of the drone, frequently relegated to the drum, which might be called from one 
point of view toneless, from another, toned. The formation of the smrita tells 
us that the interval which was taken as a leap in ascent was bridged in descent ; 
and this is borne out by the practice of modern Bdgaj which prefers on the whole 
disjunct motion in ascent and conjunct in descent. 

® Devandgari letters are surmounted by a contmuous horizontal line. A per- 
pendicular line stands out well against this, and a horizontal line against the 
tails of the letters below. 

* Haug (loc, cit.) gives four more of these stanzas 
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appoggiatura #E, is here employed. But the uoticeable thing is 
that the procaya (marked P) is the same note as the uddtta, not as 
the anuddtta-, if in a chant of only three notes it is to be distin- 
guished from the anuUUa, it could not well have any other place; 
stiB, this change appears to await explanation. 

In the following specimens^ from Madras the ivarita appears 
as a single note (F) and as an upward appoggiatura, E F . 


s 8 



A A, A F , F , 


Co - da- yi - tri sti - nr-tS. • nai|i c© - fcan - I su - ma-tl - nam 

In the second of these examples the syllables obey a rule 

that ‘ when more than one amdatta precedes an ndditaj all but the 
last are sounded lower’. Dr. Erwin Pelber’s book, which has lately 
appeared^ Bie inducke Mudk der mduchen und der Masmehen Zeit^ 
contains (p. 106^ No. 433) an example of recitation of the Bgveda 
^in the style of the old which is more florid and of larger 

compass than any of these. 


The YajwDeda is also recited on the notes D^ E, F ; although in 
the half dozen times I heard it D, E, F| ^ was quite as common. 
The following is from a Mysore singer : 



- kliS. ■ ' ■ ka- yi ei -st}m-y& vr - 1& 


^ S©e M. Sastri, Demriptive Catalogue of the Government Oriental MSS, in the 

MMrm JK&rarf j tol* i, pt. 3^ pp. 3 , 4. ^ 

® Hoted here for conTenienoe as 0, B, E ; I made no note of the absolute pitch. 
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but tke passage is too short to show the compass. At any rate. 
Dr. Felber^ giYes two specimens of Tajurveda on pp. 108, 116, 
which show a compass, of a Fourth and a Fifth respectively; his 
example (p. 106) of the Bgveda reaches a Sixth. This is perhap 
only one 'more instance of what is so common in music, the '^officiaP 
rules lagging decades or centuries behind the practice. His three 
examples (of both Vedas) show a foundation scale D, E, P, though 
one of them begins in E, F|, G, and continues in E, P, G.^ 

The Atliarvaveda does not appear to be recited, at least not in 
accordance vrith rules. But all reading of the 4dMra$ is recitation. 
Students read, i. e. re'eite, in the same room. Children are taught, 
to read so. A boy read me some of the Bgveda^ employing the 
aeeente correctly, hut stopped when he reached a certain page 
^ because he had not learned any further ^ 

It will he noticed in these examples that with the exception of 
an occasional grace-note or appoggiatura — and a great many more 
grace-notes are put in than appears in the text, for seldom is a note 
ever sung, as we should say, clean — ^the syllables are allotted one 
note each ; there are no melodic figures like the ligatures of Gre- 
gorians. For these we turn to the 

Sdmmeda. The symbol round which the elaborate ritual of the 
Sdmaveda gathers is that sacrifice of which the drinking of the 
juice of the Soma plant was the central point. The virtues of 
this juice are recapitulated in the ninth book of the Bgveda^ from 
which mainly the words for the Sdman chants are taken.^ Soma 
is translated ^ moon-plant ’ ; and the Sdrmveda is specially connected 
with the worship of ancestors, whose abode was the moon. Great 
care was taken not to deviate from the original melody-types and 
rhythms, and the religious eflScacy of the hymns was held to 
depend largely on the right application of directions contained in 
the Brahmanic explanations (^Brdhmana, not later than the sixth 
century b. c.) of the Vedic text {Samhitd)^ The expense of the full 

1 The names of the notes throughout this chapter indicace relative pitch only. 
They are chosen at any absolute pitch which is suitable, as fragments of the 
Saman scale, which is explained, or at any rate discussed, later. 

2 There is nothing to show that the chants are later than the words ; in fact, 
since Samans are often mentioned in the Bgmda there is a probability, beyond 
the intrinsic Xihelihood, that they are older. 
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©eremoaial was not small;, the Soms sacrifice involved days in perform- 
ance and months in preparation. A full description of its elaborate 
and gorgeous ritual is to be found in the Aiiare^ahmhma^a of the 
translated into EngUsh by Martin Hang, 1863, and its close 
i%uinexion with the fire-worship of the Zoroastrians is there detailed. 
Other creeds have now swept across India and bnri^ed that of the 
Vedas in ohlivion. The memory of the words and chants, and 
possibly of parts of the ritual, lingers chiefly in the South. Even 
there the true 8dma--smgem are few, and impostors are beginning 
to flourish. 

The body of hymns is divided into two sections, which may be 
centuries apart — the early, according to the latest authority/ the 
Uiiafdrdka, and the late, the Furmreika. The early hymns are 
divided mto (1) the ^investigated^ (Kk), and (2) those which are 
*to be investigated^ or which are ^secret' {Rahasya). The 

later hymns are in three divisions, addressed to Fire (dgni), the 
Bain-god {Indra)^ and Soma Fmarndm? These are arranged inter- 
nally according to their metres, and according to the ^ Jubilations^ 
{itobha) and the doxologies (the parts of the hymn which are genuine 
Sdman), Only seventy-five verses, out of many hundreds, are not 
borrowed from the J^veda or other source; such borrowings are 
known technically as yw (womb). A distinction is also made 
between those verses of the which have one melody (eka^ 

mmi) or many (iakmdmi), showing that Sdmm is, properly speaking, 
music, not music and words, nor words for music. In fact the 
conception is the reverse of ours. We speak of setting words, that 
is, putting music to them ; but the Sdman is a melody for which 
words were foxmd (chiefly in HxeFgveda). This is the case too with 
modem poets ; Rabindranath Tagore says that when the general 
idea of the poem comes into his mind, he first thinks of the 
melody (generally his own) and then writes words to it. We are 
reminded of Bums's two manful attempts to find words for that 
^crinkum-erankum tune, Robin Adair', with its ^cursed, cramp, 
out of the way measure and of his better success with Duncan 
Gray, * in Scots verse \ 

The rhythm is, as in Plain-song, determined by the words, which 
decide where it will be appropriate to take breath. The two versions 
of the first hymn of the Sdmaveda which follow are from A. C. Burnell 
(Arf^ubrdkm^^ Introd., p. xlv) and Se^iri Sisto (loe. cit.) ; and 

^ C&land, p. 4, * Pavamdmf clarifying. 
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the notatioa is ia accordaaoe with the direetioas of the Gmm (the 
Samaveda text as actually suag) as^ they anderstood them, cheeked 
in the first case by the verificatioa of a masiciaa, and in the second 
hy the usage as the writer knew it : 


She* 

.S44fg 

Burneil, Arseyahrahmaii^i p. xlv. 

Sim 

sum 




0 - gna - i a - ya hi vo - i - to - ya 

Sesagiri ^astri, Cat. Sanskr, MSS., Madras. 

- i 

gr-na-no ha- 


0 - gna - i a ya - hi i ve - i - to ya 

— _ is*- 

=t=i= 
a i 

gr-na-no ha- 


- vya-da - to - ya - i to - ya - i na i ho - ta 


vya*da to ya a i to - ya - a - i na - i ho - 1§ sa a a 



- tsa - i ba - - - - au ho ba • rhi - - . shl 



tsa - a • i ba - a a a au ho ba - rhi - i - i - r • shi 


Here, and elsewhere, a long mark over a vowel sometimes represents musical, 
not prosodic, length. 

The actual words of the hymn are ; 

Agna ayahi vitaye grnano havyadataye [ 

Ni hota satsi barhisi H ^ 

The bar-lines (given by Burnell only) are breath marks. The last 
note of each ^ bar ^ (parvan) is accented (vrddAa).^ 

The next two examples have no such authority. They are merely 
the versions of two whom I heard in Mysore and Bangalore, 

of an identical verse, and represent possibly two different sects 
^ Translation ; ^ Come, Agiii, praised with song, to feast and sacrificial 
ottering ; be seated as Hotar on the holy ICu^a grass.’ 

® Lit. augmented. It appears to be occasionally augmented in time-length 
also, counting 8 to the 2 of the long (dirgka) and the 1 of the short (hrasm). 
Later theory (see p. 256) has added lengths between these. We are reminded of 
the Greek time-unit (chroms protos), * two-time long’ (disSmos) and ‘three-time 
long’ (triaSmos), 
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{mBd). The tonic is D in both cases j that of Mysore ' closes ’ by- 
means of an unusual leap (C, E, C, D), and that of Bangalore by 
the device of an ‘Alleluia'’ {&tobha ) ; 


- tra * bhGvad ft 


sa-d& - vr-dhah sa-kM au - u-ho - o -hai ka-ya 


-d4 - vr-dha sa-khE 


- Ixai ka-ya 


"■'.I 


Btfcna - yo ha 


i - ci - stha-yo 


ha 


vr - to . 


There was, not unnaturally, great dijBSculty in inducing priests 
to sing these chants, and one man, at Bangalore, offered in lieu 
thereof ‘ Sanskrit in the style of Saman \ But the unusual content 
of the words shows its influence in the more or less rhythmical 
phrases induced by the prosody, which take the place of those vocal 
phrases and melodic figures which flow naturally from the liturgical 
me of the words in the Samveda : 

Bangalore. Sanskrit in the style of Sdmaru 


He jih-ve 


- ra-jfte - sar-va*dft 


iwi-dhn-xa*pn*ye - M-tE - ya-nS 


khya pi « yft 




m-ra-nta-ram 
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On tbe otter tand^ at Tanjore a man got np of Bis own motion 
and ssmg Sdman before a roomful of people, and, wtat was more 
surprising, before a European in their presence. It appeared that 
he ' had a theory of his own as to how Sdman shonid be snng, and 
was seeking conTerts. He has evidently taken the scale of the 
NdradaBkm (see below, p. 259) as if it were in the modem notation, 
P-G, instead of the ancient, G~A, and the mode is therefore changed. 
■Further, the essence of the Soman chant is that it circles about one 
note, F (or E, or D), , and only leaves that to form a downward 
cadence. His version draws attention away from the .E to the A 
below, which in the true Sdman is quite a subsidiary note, and it 
begins, therefore, to be in a regular which Sdmagm assert 
positively that their chants are not. Moreover, he has forgotten 
after the first line to put in those characteristic prolongations of 
notes by vocalizing syllables which add so much to the solemnity 
of the chant : 


Tanjom 

Im - dxa • . lio vaM - va - sya r& - ja - ti ho va • 



tri • ne - trai|i ja - ta • « dha - raiji pSr - va - tl . * vft - ma - hMr*yam 



sa - ' ^ - Yam' 'ru^dram, a - na *'nta - rC • - parp. .oi-dam* 


ba-re - fiaip hj-di bhS. - - Ya- • , . y& - tai 

The words are spelled phonetically ? Bis original text is not available. 


Form, The Sdman is divided into five parts : 

(i) Prastdm^ introduetoiy ascription of praise, preceded By the 
syllable hum^ sung by the praitotri, or a^istant priest. 

(ii) TJd0ha, preceded by om^ sung by the udgdtri^ or priest. 
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(iii) FratiUra, the joining in, preceded by hum, sung by the 
praUhartfi, who ‘^join^ in’ at the last syllable of tdgUha. 
Sometimes the pratihara is divided into two, in which ease there is — 

(iv) Upadrava, the recession, formed out of the last few syllables 
of ikB pratihara, sung by the udgatrL 

(vj Nidhana, the coda, consisting of one or at the most two 
syllables, sung by all three priests, followed in some cases by m? 

The following are the first two sections of the first hymn of the 
Samaveda : 

Burnell, Arseyahrdhmai^, p. xlv. 

I. 1*1. BrastSva. Udgltha. ^ 

gm ' ::: : 'p::: 

S4a FEEFF^:\: ii u ! ^. L—E =:z =£ z =±=^ 

0 - gna - I a T& - lii . . TO - i - to - ya - i 


1. 1. 2. 



gr- 1 ^. - .m ■■ lia*.Tya-d& te - y& . - i to * yl i 



nsh I,. ■ . lio - ta sa . • tsa i 



3tti lio - ta sa-tei rM - - i - |i ba-rJal - i 


Kidhana. 



Ti ■ - - au ■ - Bo.: ■ ba . - .rhl - .,sl 



fi * , • . * »u Bo m ba-rbtl - fl . • . . « , 


* These five WmMi (see p. SSa) are the subject of Bx* Simonas latest worlc, 
D^f Bafeslau, 1913* 
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Tlie Terse;, d^dM ( ^ gmrla VI. 16. 10)^ is sting three times 
over to form 2 k stma (group) ; Burnell only gives two of the three^ 
and they ' are arranged here under one another for • comparison. 
Of the remaining nine verses of this particular hymn^ eight are 
from the Bgveday and the last, which, forms a doxology, belongs 
exclusively to the Sammedu, Besides the first verse;, the fourth 
and fifth also form donm ; the sixth, seventh, and eighth are sting 
twice, and the other four only onee^ ; in all, nineteen sections 
The nsnal number was fifteen. Mention is also made of nine and 
twenty-one bhuMi ; so that a basis of three or five or seven stomas 
is implied, varied probably in any particular ease. 

The practical directions for the singing of these hymns are given 
in the Gdnm, These give the text of the Smmveda (which has 
been culled, with modification, from the Bgveda chiefly) with the 
syllables vocalized (i. e. with prolongation and modification of 
vowels) and farsed (i. e. with insertion of vocal syllables betw^een 
those of the text). These insertions {dohha, praises) are the exact 
counterpart of the jubila inteipolated in Plain-song in the ninth 
and tenth centuries, out of which ^ tropes ^ w- ere developed in the 
eleventh,^ as the biakii of the Sdmaveda are also of the ^ strophes ’ 
of Plain-song, which, like them, were of indefinite number; the 
idea, too, of singing the hymn in etotrm (stanzas) and iftomaa 
(groups) is reproduced in the sometimes single, sometimes repeated 
performance of the strophe. 



Ehgtkm. The metres of the hymns are six (later eight) chief 
ones, in which the governing factor is the number of syllables, 
varying from twenty-four to forty-four for the stanza. 
of vowel is taken no account of except at the cadence. These need 
not detain us now, as the rhythm of the chants ignores the poetical 
metre entirely. In the true Sdman there are only three time-units : 
a short {hrmva) note for a quantitatively short syllable, a long 
{dlrgha) for a quantitatively long; syllables made long ^by position * 
count as short. An occasional important syllable still further 
lengthened or, especially at the end of a phrase {jiarvau)^ stressed, 
or both lengthened and stressed, is called augmented {vrddhi) or 
prolate {jpluta). This also finds ite analogue in Plain-song. 

^ These are called stofras. 

® See W. H. Frere, Winchester Troper^ Introductioni p. xxrli seq. 
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TI16 sjstBin of tli 6 ^dsitc?) is aii Edvanco, upon. tMs» 

and is placed here for comparison beside the modem Sontb Indian 
scheme of time-¥aliies : 

MatbIlaksaka. • Mobbek System (S. India). 


1 . 


AnumStra, * under ’-matri 

ANBBRUTA, ^ under *-quick. 

2 .^ 

j 

Ardhamati’a, half-matra 

BBUTA, quick. 

3J 

j. 


Bruta virSma.'^ ■ 

4.1 

j 1 

HRASVA short, or Mlmi, unit 

.LAGHU, light.' ' 

5 . 

jj' 1 


Laghu virama, ' 

6 . 

J. 

Adhyardha, additional half® 

Laghu druta. 

7 .^ 

J- 

(sc. matra) 

Laghu druta virama. 

a 

<S5» 

BlEGHA, long 

GURU, heavy. 

3. 

«s» J* ■ 


Guru virama. 

10. 

J 

Ardhatisra!?, third halt 

Guru druta. 

11. 



Guru druta virama. 

12. 

«» • 

PLUTA, prolate, or VRBDHA, 

PLUTA, prolate. 

13. 


augmented. 

Pluta virama. 

14. 

•• 

Ardhacatasrab, fourth half 

Pluta druta. 

15. 



Pluta druta virama. 

16. 



KAEAPABA, crow’s foot.® 


These interminable theorizers also subdivided the amdrnta. The 
anudmia is the equivalent of : 


2x 2 
4x 8 
8x 32 
16x108 
32x512 


4 Kala 

' 32 Nimesha 

256 Eaitha 
1728 Lava 
16384 Kana 


syllabic instant.* 
moment. 

•zij of an hour. 

of an hour, 
atom. 


The use of astronomical subdivisions is interesting*, though hardly 
illuminating (there are other explanations of the kdstkd and lava). 
The only one of these terms in practical use is the iald^ which 
properly means *3^, The kild is -3^ of the Zaghu (their unit) as 
the semiquaver is of the semibreve (our unit). Cp. the German 
SecAzeAntel and the American * sixteenth note ^ 

^ Tiratm appears to be used indifferently for a rest or a dot with the time- 
value of an mudmta. The word means in general ‘ stop * (of punctuation) ; and 
is used in particular to show that a consonant is not followed by the a which is 
inhe-rent in it. 

* Op. eferaaaa unSerAtM « If, &c. 

® The sign in one modem notation for the longest note is x . 

* The syllable M has two * instants’-*-!; and a* 
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Seale, Ib the accompattying' list of authorities for the Saman 
scale the first six are aBcient, the last four modem; the two sets 
are ■ separated by something like twenty centuries. The list is 
probably not complete f there is no indication of place of origin.'. 
They are collated on "two assumptions: (1) that the words krmta^, 
pratkama^ fec.^ name the same note wherever they oceur^ that is^ 
that kwta^ for instance^ was not at different periods applied to two 
different noteSj and (2) that the two identifications of the Saman 
.names with' the notes of the secular scale by authorities III, VII, 
‘ VHI, and X are to be trusted. If either of these ‘assumptions 
should be shown to be wrong the evidence would have to be recon- 
sidered. 

Names of ike Saman notes. As extensions of a nucleus — prathama^ 
Mlya^ caturtha (first, second, third, fourth) — occur three 
others — krusta^ mandra^ atisvdrya. 

Krmta. In more than one of these authorities the order in the 
original text is pratkama, dviilya^ trilya, caturtha^ mandra, krusta, 
atisvdrya, Krmta is used of the highest note ; and as the sixth in 
a downward series this word has given trouble. Burnell proposed 
to read krsta^ ‘that to which karsana has been applied/ He did 
not, however, explain why karsana should be applied in the sixth 
place especially, and it appears now that it is typically applied to 
the highest note. But there is nothing to show that the order of the 
names is the melodic order; and it is at least possible that in the 
order given above the first five name the ordinary notes of the scale 
(see p. 258, 1. 12) and the last two the extraordinary ones (which 
happen to be at either end of the five). Meanwhile, if order does 
matter, that of No, III, in which krsia actually occurs, is the order 
of the original. Moreover, No. V alludes to the seven svaras as 
krmtadi^ ‘ beginning on knida ^ ; so there is little doubt that the 
krmta is above prathama^ and that another statement of BurnelFs 
that hnista and pratkama are the same note is not universally true. 

There is another interest attaching to the word krus^a^ ‘^highest.’ 
It shows us, as do also the ordinals prathahia^ caturtha^ that the 
Hindus regarded the treble as high and the bass as low ; as we do, 
and as the Greeks, who named the lowest note hypate (highest), did 
not. This reminds us that high and low in music are merely a 
metaphor, though a very natural one. In a somewhat similar way 
Europeans regard the harmony of a song as ^ underneath^ the 

s 



1495 



yiii 

MSndukisiksa. Ga Ri Sa Ni Bha 

‘Quite modern.* svarita anudatta udatta pracaya 

(R. S.) first finger first third fourth (root) fourth (tip) 
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meWyi whereas the Maoris think of the song as ^here, down 
below", and the harmony as going np to the roof under which they 
are singing and ^coming down" to them, 

Mmdra, low,' This is the usual name for the sixth note; it is 
once (No. IV) called in continnation of the ordinals. That 

it waas a substantive note of the scale we see perhaps in No. I, where 
it appears even though the Mlya is omitted. But that it was -on' 
a different footing from the five notes above it is indicated in line 4, 
where they are all head-notes as opposed to the a chest-note. 

It gave its name also to the lower octave in the secular scale as 
opposed to the middle octave {madh^fa, or madhyama) and the upper 
{tdm^ or %Uana\ 

Aimdrya, extremity of the cadence. This is a curious name for 
the low^t note of the full scale, to which we should Baturally have 
attached some idea of a tonic. But it is obvious that it is not 
a substantive note of the scale at all. In line 4 it only exists by 
permission of the maiidrai in line 10 there is an uncertainty about 
the pronunciation of its name and 

alternatives are suggested — wtAa (sixth) and' (last); in lines 
17, 19, and 25 the * musical hand " does not provide for it, and line 4 
does not appropriate to it an organ of the body. It is clearly an 
^ extra* note; and it may be observed that the Greeks similarly 
regarded their scale as stopping normally at the B, while they called 
the note A hehw it ^ extvB, ^ (proslambanomefit os). 


Teirackords. There are indications that the nucleus of the scale 
was, successively perhaps, the tetrachords ; 



The tetrachord E-B. In line 9 this is the of the TaiMirlym, 
confirmed by line 29. In line 16 these same notes are appropriated 
to the four Rgveda accents. Lines 1 and 2 are very difficult 
because we do not know how to place the three notes of line 2. 
Adama (eighth) in a scale of seven notes is surprising. But it will 
be seen at the foot of the diagram that the scale actually contains 
eight notes, and it is just conceivable that which is obviously 

extra to the accepted seven, names tbe F#, which is alternative to 
the Kj. This leaves mma (level) and iuhra (bright) to fill three 
pla(^; and all that can be said is that atisvarya, the ^ additional " 
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note;, is tte most likely of tke three to- have - been left unfilled. In - . ■ ■ i 

line 1; where we can place the notes, it is remarkable that irilya 
should be omitted in the series of four; and tbis may be an indi- 
cation that the D was not on the same footing with the others, and 
that in this treatise, at any rate, the real miclens of the scale was 
held to be F E-C B, i. e. composed of the Fourths F-C and E-B- 

The tetmchord F-C. On the other hand, the fact that the fonr 
ordinals (first to fourth) are assigned in every treatise to the notes 
F, E, D, C, and that in line 6 the J^mda accents are appropriated 
to these notes, makes it clear that the tetrachord F~C has an equal 
claim with that of E-B to be considered the foundation of the scale. 

The hesitation between these tetraehords is reflected in the 
^musical hand/ of line 17, where F and E are both assigned to the 
first finger, and C and B both to the fourth ; and the hesitation 
remains, in respect of C and B, in lines 19 and 25. 

It is clear also that the scale consisted normally of only five notes 
for a considerable time. In the Pnspamira (9. 26) we find that 
‘ the Kauthumas sing the majority of their chants to five tones, 
a few to six, and two of them to seven tones ^ In line 12 we find 
Sol-fa names for five notes only. That no more than five were con- 
templated may be seen from the choice of consonants. They are 
the medials of the five classes of consonant (guttural, palatal, 
cerebral, dental, and labial) proceeding in regular order from throat 
to lips. Lines 17 and 25 are a further indication that the normal 
scale consisted of five notes. All this lends some support to the 
interpretation given above of line 1, 

The scale was increased to six by the addition of irusta. That 
this was an afterthought is seen in the fact that it is independent 
of the nomenclature by ordinals, in the hesitation as to kru»ta or 
krstay and in the confusion introduced into the musical hand (lines 
19 and 25), Finally, a seventh note was tentatively admitted in 
the atisvdrya. 

Consonance (samvdditm). The consonance which was suggested 
by two tetraehords, F-C and E-B, is carried out further in line 
23, where the seven notes are divided into two similar tetraehords. 

This consonance holds whatever the intervals may be between the 
notes within the tetrachord. For the intonation of these we depend 
on the identifications in lines 14 and 21 of the Sdman notes with , 


I 
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those of the secular scale, which, as we saw (p. 114), was at least 
as old as the oldest of these treatises. 

In lines 6, 15, and 21 Sa is identihed witb Mw, and this gives 
the Sa^rdma in a plagal form from N(i). In line 14 Sa is identified 
with utisvdr^a, and this gives the MBr-ffTSwio, in a plagal form from 
N(i), or the Sa-grdma in an authentic form from M(a), But S(a) and 

P(a) are gmjivdM-, therefore the notes are D and A (not D and A). 
The two scales are therefore 


Sa-grSnm. 


and 


Ma-grSma. 


We saw in Chapter IV that the Gai^dhara^mma was, according to 
one explanation, 

and it is possible that the Sdman scale may throw some light upon 
it. That scale is reckoned downwards, and therefore the note E 
is called E(i ) ; but the grdmm are reckoned upwards, and therefore 
E is G(a). If the Ga-grdma begins on E, it has for its upward 

tetrachord E, P, G, A, that is, a semitone and two major tones. 
These make more than a Fourth, therefore either the semitone is 
the Pythagorean comma (f |f , 90 cents), or one of the tones is 
a minor tone, as in the lower tetrachord, E, D, C, B. The upper 
tetrachord would in the first case be the same as the early Greek 
Doric, and would contain the ditone, instead of the major Third. 
It seems likely that in some way of which we cannot now trace 
the history, the gmdhdra-grdma is a relic of this old tuning. The 
Comma of Didymus (H) has to he negotiated somewhere in the 
scale. We, in Europe, put it between the A and the D (major 
tone, semitone, major tone), the Indians between the E and the A 
(semitone, major tone, major tone). In so placing it, it is possible 

that they reduced an original E m, P |, G §, A to a later E f 

F I, G 1. 1 
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We have other hints which point to a correspondence between 
the Greek and Indian scale. The Aryans came into India from 
the North, GdnMdm is the same word as Kandahar, which as late 
as Alexander's time (fourth century b. c>) included Afghanistan, and 
the PanJab, with a capital near Peshawar. The Gmdhdfa-grdma is 
the oldest of the three grdmm^ and may preserve an early Aryan 
tradition. The Aryans spoke Sanskrit, which is closely allied to 
Greek. Evidence of the correspondence of the Greek and Indian 
systems has been accumulating in these pages; and that the 
fundamental scale of Greece, the Doric tetrachord, should he iden- 
tical in form with the oldest form of Indian tetrachord would be 
more striking evidence than any. But it is unfortunately not more 
than ciieumstantiaL 

The Gdndkdra scale gave its name no doubt to Gdnihdra note. 
The names Iladkgama and Pancama have been discussed in Chapter 
V. Oi Rmblia^ Dkaimia^ and Nirnda nothing is known; they 
may be place-names, like Gdndkdra^ or fancy names, like the 
majority of the irutie. Of Sadja there is something more to be 
saiA Referring once more to the list above we find in line 4 the 
seventh note left without an assigned organ of the body. In line 
14 that same note is called Sa. We remember also that the 
atisvdrga is not a regular note of the scale, but is introduced into 
it as an extension of the other six. Elsewhere, in the Saiigita-adra^ 
mngraha^ for instance, mdja^ which undoubtedly means ^born of 
six', is said to be produced from six organs of the body, viz. nose, 
throat, chest, palate, tongue, and teeth. Putting these together 
we see that the name sadja is merely the mythological expression 
of the musical fact that the atuvdrya was an ^ extra ^ note on 
a different footing from the others. 

There is, however, another tradition as to the intonation of the 
&dman scale. M. Sesagiri Sastrl {BesmjMve Catalogue^ pp. 3, 4) 
gives the scale as Ma, Ga,' Ri, Sa, Dha, and ', says that the sound 
is'that of the.Rag\J[M<?yi.: That.'Aiy.is: , , 



Drone D^ (which does not matter here, the drone being a later 

i The European not© (not the 
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inYention);, aimia E, omitted notes C and A. "This is an old tradition, 
as may be seen from three passages: (1) in an early book of the 
llaMhMrata the notes of the secular scale are given, as Sa, Ei, Ga, 
Ma, Dha, Pa, Ni; (2) in the Mraiaiikm (I. 2. 16) the order is Ma, 
Ga, Ei, Sa, Dha, Ni, Pa; and (3) in I. 7. 4 it is Ma, Ga, Ei, Sa, 
Dha, Ni (Pa omitted). In all three passages the first five notes are 
the same, and the last two are out of order; this looks as if the 
first five were substantive and the last two optional, thus : 


and this is the scale of Sesagiri Sastri and of the Eag Ahhogi 
and since the amh of Abkogi is at E, it divides thus : 


and its lower tetrachord is similar to the urns of the Ahvdrakas given 
in line 26 of the list. We must accept this transilient scale, there- 
fore, as a collateral form of the 8aman* 

The mtmcal Imd. The basis of numeration is in some countries 
five, m others a dozen (England) or a score (France) ; in India it is 
four. Eupees, for instance, are frequently counted by placing one 
finger on each and sweeping them into the hand. Bearing this in 
mind, it may he possible to introduce some method into these dis- 
crepant accounts of the musical hand. The root idea of this 
^cheironomy ^ is that the thumb touches successively the tips of the 
four fingers. This is seen in the smra^ or cadence, where the hand 
is held 'in the shape of a cow^s ear^ (see the second of the two 
illustrations opposite), and the thumb passes over the four fingers 
in succession. Line 17 may accordingly represent two systems of 
counting : 

Oa m Sa Ni Dha 

(a) Isfc [2nd] [Srd] 4tli 

{h} Ist [2iid] Srd 4th 

(line 17) 1st 1st Srd 4th 4th 

Similarly line 19 : 

Ma Ga Bi Sa Ni 

(h) [1st] 2nd Srd 4th 

(<j) thumb [1*1] 2nd Srd 4th (pentachord) 

(line 10} thumb thumb 2nd Srd 4th 
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liines 24 and 25 comMne these* We ha¥e therefore: 



Ma 

6a 

Ei 

Sa 

Ni 

Bha 

(a) 


E 

B 

0 

B (tetracbord) 

{h) 

p 

E 

B 

c 

(tetracbord) 


I G 

F(Ff) 

E 

B 

c 

(pentacbord) 

bases, perhaps successive bases. 

of the Sdman scale. 

TAe accents. 








Ma 

6a 

Ri 

Sa 

Ni 

Bba Pa 

,(i) line 6 


U' 

S 

P 

A 


(ii) „ 16 1 

f S 


s 

A 

U 

P 

(iii) „ 23 1 


U 

A 

S 

u 

A S 


There was a donbt, as we saw^ about the relative position of 
uddtta and mania : in the Mgveda the marita is above, but there is 
reason to think it may originally have been below the %ddtta. This 
doubt, reflected in (i) and (iii) above, is natural if we consider the 
nature of the marita^ which started on the udatta^ rose a little above 
it, and fell much below it. It was natural that in recitation, where 
the question of exact pitch did not come up, the fall should be the 
conspicuous thing, and in its general effect the marita come to be 
considered below the uddttai but that, when the pitch came to be 
defined in chanting, the rise should rather attract attention, since 
a fall or cadential phrase took place for other reasons than the fact 
that the syllable had a marita accent, whereas the rise was peculiar 
to the marita note, and therefore in its particular effect the Bvarita 
was above the uddtta. 

That in (i) the pracaga is above the and in (ii) below it 

need cause no trouble, since, as the prmafa is ^ toneless^, there is 
really no sense in assigning it to any particular tone. 

The position of the anvddUa above the udMta in (ii) is more 
diflflcult. Perhaps we are justified in calling Ga (in ii) nddtia on 
the analogy of (i) and (iii). This would fulfil all that is required 
of the jpraeaya and anvddtta^ that they should be somewhere below 
the marita (and the upper udattd). The lower uddtta then appears 
as the other terminal of the tetrachord, with the marita above it. 

In (iii) the accents appear to lose their grammatical mining 
entirely and to be given a musical meaning. The nddtta is now 
the terminal of the tetrachord, at Ga and Ni, with the marita above 
it and the cmuddtta below it. The ndMia is ^fai^^ above the 
others not in pitch, but in musical eminence. The marita loses its 
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sense of ‘graced’ note, and becomes a note of certain relative pitch. 
The amdatta is no longer of indefinite ‘low" pitch, forced under 
certain conditions ‘ lower ’ {anaddttafara), but becomes definite. 

The theory of consonance thus determined has its counterpart in 
Greek music : 


svarita 

G 

lichanos 

"udafcta 

F 

parhypate 

anudatta 

E 

bypate i 


avarita 

D 

licbanos 


^udatta 

C 

parbypate 


anudatta 

B 

bypate 


[ aiisvarya 

A 

proslambanomenos ] 


These are quite different from Hucbald’s excellentes, mperioreg, 
finales, graves, with which Burnell compares them, and which 
involved a series of disjunct, not conjunct, tetrachords. 

An example of the chant as sung by a Sdmagah in Madras shows 
the general musical effect. The breve at the beginning shows the 
actual pitch of the first note (a Fifth higher); the chant itself is 
given at the pitch which suits the scale just discussed. The 
fragmentary syllables are merely phonetic spellings of the apparent 
sounds of the phonograph, with gaps where the words are inaudible. 
It was extremely difficult to get even this short specimen. 


Sfiman chant. Madras. (Phonogram.) 
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Herr Felix Exner was far more successful in, 1904, His ,result-s 
have now been worked out by Dr. Erwin Felber, provided with text 
and translation by Herr Bernhard Geiger^ and were published in 1913 
under the title Die inducke Mudk (let veducketi mid der kiamsc/ien 
Zeit as a contribution to the history of recitation. Dr. Felber has 
very kindly given permission for their transcription here. The 
actual pitch is given^ as before, by the breve at the beginning of 
each example. The Smimeda notation with which each of his 
examples is supplied' is omitted here, because it is probably the 
notation of a different sect from that to which the singer belonged, 
who has, at any rate, taken no account of it except in a very 
general way. Felber’s numbers are given for reference. He 
discusses the melodic structure of these chants in his third chapter 
(pp. 38-43). 

No. 427. Sung by a Brahman priest in Calcutta, forty-two 
years old, born in Jodhpur. Original text : 

Mahi trinam avar astu dyaksam mitrasyaryamnah | 
duradharsam varu[nasya] [ 

Translation : 

May the mighty aid of the three gods be ours— the help of Mitra and 
Aryaman and the invincible Vartina. 


Felber. Ko. 427. 

J = 79. Sempre glissando, piano. 



ma-ha - i - tra - - 





liiHiii 




<iu - 1 - . S. - dliS 


“ 

jn va-ra-u 


This example (No. 427), and three others (Nos. 428-30) which 
it has seemed unnecessary to transcribe, shows, like the Madras 
example just given, little more than the scale of the Bgveda (see 
line 28 of the diagram on p. 259) : 


the F being, on the whole, the most prominent note. 

Felber 443. Sung by two Brahmans of Tanjore aged forty and 
seventeen — a priest and a student in Madras. 

Original text : 

punSnab soma dharayapo vasano arsasi | 
a ratnadba yonim ytasya sidasy titso devo biranyayalj || 

Translation: 

Purified, 0 Soma, by drops, tbou movest concealed in tbe waters ; rich in 
treasure tbou residest in the womb of the sacrifice, a golden fount divine. 

Felber. Ko. 44S. 

J«106. Agitaio, 


pu-na . . 


na - h so . . ma dha * r& • 
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Pelber^ No. 444. ' Another version of 443, sung- by the . Madras 
priest alone. 

Original text of the second verse ; 

dnhSna udbar divyam madhu priyam pratna& sadhastham asadat | 
aprchyani dharunarp vajy arsasi n|rbiiir dhauto vicaksanab |1 

Translation : 

Milking the honey lie loves from heavenly adders, Soma took his seat on 
his ancient thrdne. Mightily thy stream empties itself into a vessel of 
honour, and purified from the touch of men thine eyes behold what is far 
away. 


Felber. Ko. 444. 

J » 116-149, Agitato^ 
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aMmpo. 


tfe * so de«vo lii-ra-nya-yo du-iiS-na u-dliardi-vi-yamiiia-dlia - - pri-ySm 

-IL 


ha “ u - va prat-naM sa-dha-stlia-ma - -Mi 


o - - ha - u - va sa - da 


t m * ho 


va prafc-naM sa-dha-stham a - 
aece!. 


da-t 


prat • naM sa-dM-stham a • sa-da-da pr - cchya-ndha-ru-i^iii va 
a tempo. 



Br-bhir dhan-to vi-ca - - M-i o - M * u-va 


hsa^ jaa . . , - , - . au.'- - . ■ 'ho »^'va, 

The scale of these two (Nos. 443 and 444) is the same: 


the melodies pivot on P and D. The chromatic beginning of 
No. 444 is quite common in secular singing, from which it seems to 
have been imported here, in order to establish a tonic. 

The two which follow show a different scale : 

No. 4^6. 
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The Fg is essential ia No. 425 and accidental in No. 426 f in both 
it is used chromatically, which is on the whole unlike secular song. 
I heard something like it in Madras, but was unable to note it. Two 
chants were sung ; one distinctly chromatic, described as nmm 
(high)j the other as distinctly diatonic, described as nMca (low). 
I was more than once asked by the singer whether he should sing 
in the ucca or the nwa voice ; and it seems possible that he may 
have been referring to a difference of scale rather than of pitch — 
G F| FJ Ej &c., (O) P E D, &c. 

No. 426. Sung by a boy of fifteen in the Sanskrit 'CoBegei 
Calcutta. 

The text is not from the R^veda, but a dobha^ i.e, composed not 
of verses hut of jubilations consisting of sentences and alleluias. 
&c.). In the Pada form : 

nt naySmi aditjam adityam prancaBi yantam nt nayami ahoratraijii ahab 
ratrani aritrani dyauli nanh tasyam asau adityak adityah iyate tasmin 
vayam iyamane lyamahe [. . .]. 

Translation ; 

I bear aloft the advancing sun, I bear it aloft ; days and nights are the 
oars, the sky is the ship. On this fares forth the sun ; and with it we are 
borne to that well-loved spot whose name consists of three letters. 

Bote, That which is named in the adoration of om (spelled a+u*fm), 
which is an image of the world of Brahma. 

J?elher. Ko. 426. 

J»88. Sempre accel. 



ua • na-yS - mi ho - i S -di-tyam prftB-eairi tam tin - aa- 


rr--r:> r- n JJ r r r .. -5^^ 

.. i ... — , „r: , i Ses ^ 

r ya-mi ho - i a - di^tyam-prafi-ciMli tam nn j- na-ya - mi ho - i 
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f IT'E|. ^ |.:pS:^ r J -iT'-Ti-ir f C 

dyaur-aa-ni bl - u 

dyaur-na-ra-ba u dyaar -na-m-hE - ii 

tm-j&m - a - siv 

• i. - di-tya , . 1 - ya - te bi - n 



■■ tas.-yim,- ''a • sav 

- , ' a - di - tya . i .■ ya - te - ba - u 


' ts8*min va-yam ' i. 

- ya - ma • na ^ ■ I - ya-ma-be ba - u 

3- ° ® ^ 1 


tas-min m - yam ■ ; i-ya-ma-iia ' I - ya - ma-he ■ ba - u 



I - ya - ma - be ba-ti I - yE ma-be ba - la. 


No. 425. SuBg by a boy oi twelve^ a BrahmaD^ in the Sanskrit 

College, Calcutta. 

The original text is : 

mUrdbaimipL divo amtim prtbirya vailYanaram pta a jatam agnim | 
kaviSi samrajam atitbim jananam asaa nab pafcram janayanita devab |i 
The translation : 

Tbe chief of heaven, the lord of the earth, Agni Vaisvanara bom of the 
sacred truth, wise, almighty, the guest of man — him it was whom the gods 
cieated as our chalice for their use. 

Note. The sacrihcial ghee is poured into the fire (Agni) which bears the 
gift up to the gods, that is, the fire is the vessel which conveys it to the 
mouth of the gods. 


Felber. Ho. 425. 



a - jya -do-ham-ma & v jy^ - do-ham - ma mur - dha-nan-da - i 
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tra - ari - ja - na- yan - ta de - va 


ha - u ha - n 


a - jya - do-bam-ma a - jya - do-ham-ma a - jya - do 


a - jya - do - ham - ma 



a - jya - do 


a - jya - do - ham - ma 


ham - ma. 


Notation, The various systems are all modem — of the last few 
centuries, perhaps; and that followed in one MS. would not help to 
the elucidation of another. The signs employed are sometimes 
letters which appear to be abbreviations of technical terms, some- 
times numerals which bear some as yet unexplained relation to the 
ordinals of the Smmi scale. They are written over the syllables of 
the text to indicate the substantive {prakrtl) notes, between them 
to indicate grace-notes {mkrti), practically the ^ ligatures ^ of Plain- 
song, Secular music has also till quite lately, the last century, 
dispensed with notation ; and it must be remembered that a written 
notation would be a hindrance rather than a help when everything 
was learned by heart ^ or extemporized. 

The form of the chant is recalled in its proper order by the aid of 

^ I saw in Mysore a guru who had received £10 for his life’s work of com- 
mitting to memory the text and the melodies of the whole Sdmaveda^ 


14SS 
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half a dozen sticks a span long, arranged much as we might arrange 
matches to mark whist-points.^ 

Techkical Teems (taken from R. Simon’s Puspa$iitra ) : 
atikrama (transilience), disjunct motion, i.e. Thirds, Fourths, and 
Fifths in ascent and descent. The actual intervals prescribed by 
the ScLmar-paribhdm (quoted by Simon, p. 516) are shown in white 
note-heads; those actually employed in Exner's examples in black. 


■ S6& 


Ascent. 


StoaparibhasS (S. Indian notation). 



: : ' ■ ^ 


-=dl 

Calcutta examples. 


- 





Madras exi 

imples. 




• : i 








Samaparibha^. 


.Beseent,,., 

Calcutta. 


Madras (none), 

If.B.— It will be noticed that leaps are commoner in ascent than in descent 
and in the Calcutta chant than in the Madras, 

vdAa (upper completion) is the name for the upper consonant 

^ See Hang, Ait Bn, voL ii, p. 185, note, and p. 288, note ; also Burnell, 

Bn, pp. xxYlii and 105. ■ 
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Toha is a general name for ascent of one or more notes. The modern 
term for an ascending passage is droham^iov a descending, avdrokam^ 
smra (lit. relating to sound), the cadence, used whenev^er the last 
syllable of the final section {iiidhmid) has the svarita accent. 
Examples : 

iarmm (lit. dragging, nibbing), the lengthening of a syllable by 
interpolated notes, is applied only to long or augmented {vricldhied) 
syllables. The most usual forms, though there are other varieties, 
are : 

ahMglta (approaching note). Usual form : 

Kx. ^ 

869. 

(elevation). A downward e.g. 

nnata (crooked), a special case of ahliiglta 

mkar?aim 


praiyidhrama (attack, initial step) is a progression to the next note 
above. Eight cases are given : 



The definition does not appear to state, what seems evident, that in 
this progression one syllable is sung to two notes, that it is, in fact, 
the podattis of Plainsong.^ No. 8 of these plays -a great part in 
Rdga p, 158). These examples clearly presuppose the tetrachord 
:EH:C':B,:not P^E D C. 

gati (gait, passage). The lengthening of a syllable by the vowels 
i or 11 , e.g. ho — hoi — hoyi. 

^ We recognize in this seinitonal elevation or depression the law of the 
mediaeval Musica ficta^ which substituted a rising and falling semitone for 
a rising and falling tone. 

2 A good many of these figures find, of course, their analogues in the rheums, 
a list of which is given on p. 24 of H. B. Briggs’s EUmenis ofPlainsong, 1895. 

T % 
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atiMra (extremely long syllable, prosodial tem). Tbe ^ariymg 
over of a syllable by means of ^ jMim {stobka), e.g. ba- 

The smallest unity of a verse; practically, 
what can be sung in one breath, hence, musically, a phrase. 
tirma. The caesura at the end of a phrase. 

Melodic Eigdees. Mention should also be made of a method of 
handing down the traditional manner of singing. Melodic figures 
which constantly recur are directed to be sung after a certain well- 
known pattern. For instance, the cadence to the first line of the 

first liymE (givea above) is : 



ba-rhi 

other syllables, then, which have this particular cadence are said to 
be ‘done like to ^ Thus; 



Herr Simon gives about 100 examples; but until the Sdmamla 
notation has been exactly interpreted it would be misleading to 
transcribe them. 

If the cumulative effect of this evidence, chiefly circumstantiah 
may be said to have established any conclusion as to the original 
scale of India, we have found there, as in Greece, a starting point 
in a tetrachord of the form : 


EDGE 
(A G F E) 

It is interesting to ask what is the musical justification of this 
particular series of notes, and of their development. 

The music is purely vocal ; no instrument is employed ; and vocal 
scales are conceived downwaids. They are so conceived because the 
falling notes of the voice are in its upper register, and this presents 
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itself therefore as the starting point ^ for a vocal scale, ' In its 
search for consonance the ear hears in. the first' instance only quintal, 
not tertian,, harmony, as was explained on pp. 128 folL Quintal 
harmony provides only Fifths, Fourths, and major Tones. It has 
been shown on p. 150 that in looking for hamony to a given 
note the Fifth occurs first in an upward series, but the Fourth in 
a downward. A vocal scale, conceived downwards, establishes 
therefore the Fourth before the Fifth, the tetrachord before the 
pentachord. The intermediate notes can only be filled up by inajor 
Tones, for no other interval is as yet present to the ear. As soon 
as the major Third is heard it corrects no doubt one of these major 
Tones into a' minor Tone. 

In proceeding beyond this tetrachord there is nothing, apparently, 
in the nature of things to decide whether the F above should be 
first added, as consonant to C, or the A below as consonant to D. 
The F was, as a fact, added first. This is seen to be a result of the 
circumstance that the E was a graced note. It was, if we may 
judge from the modem secular usage (see Chapter VII), seldom sung 
pure ; an upper note was, so to say, inherent in it ; and this deter- 
mined to an F rather than an Fft owing to the C below. The A 
was added also ; but, as the interest of the chant lay at the other 
end of the tetrachord, this A became more or less atrophied, and 
a G was never added below it. Meanwhile the F inherited the 
musical importance which had attached to the E, and the tetrachord 
F~C competed with the tetrachord E-B for supremacy. 

It was here that the Greeks parted company; and the reason for 
their doing so is instructive. They continued their tetrachord A-~E 
upwards through a Bb and downwards through a D, but we do not 
make out that the tetrachord Bh"-F ever attained any sort of 
eminence in their song. The Bb did not come into their scale as 
a ‘ graced ^ A, as the Hindu P was a graced E. For they aimed at 
singing their notes pure, as Aristoxenus tells us.^ They regarded 

1 The Hindus named the upper terminal of the tetrachord gmha (beginning) 
and the lower w'i/asa (end). 

3 He is contrasting {Harm,, ch. 10) the continuous (symcM) motion of the 
speaking voice and the motion-by-interval of the singing voice, 

and says, ^In speaking we avoid bringing the voice to a standstill (i.e. a pure 
note) unless we force it to that in moments of feeling. But in singing we do 
the opposite ; we avoid continuous motion, and aim at making the voice, as far 
as possible, stationary’ — i,e, we sing our notes not -graced ’ but ^ clean 
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their Bb therefore merely as a eoneoBant to the F below/ not ako as 
a kifid of heightened A, 

To retoni to the Hindus. The F^ having inherited the prestige 
of the 1, took on grace in its turn. But here a difficulty arose : 
should the grace-note have the same relation to the F as the F had 
to the E, and. determine to a Gb (F#), or should it be consonant to 
tlie D below, and appear as a G? Both notes were taken in; and 
the scale had now two distinct sections : that from E downwards 
which., was formed diatonically, and that from E upwards which 
was formed ' by grace, i. e. chromatically. ' ' These ' had distinct 
characters, and were distinguished as we saw By the names nwa 
and' ucea (p. 271, and Exs. 362, 863). ■ Moreover, the cliroiimtie 
(ncca) style of singing is peculiar to the Samaveda^ where it had, 
as we see, an efficient cause, and is not found in Edffa^ where that 
cause is absent. 

A purely vocal scale is so foreign to our music that, though we 
may understand it, we have difficulty in feeling its musical force. 
The following melody from the Fiizmlliam Virginal Book (i. 144) 
appears to be in such a scale; and its constituent notes happen, 
curiously, to be exactly those of the Sdmau scale : 


Tke wood% so wilde. 



Those writers on the modes who insist that the last note of 
a song must be the tonic would be delighted to find in this a rare — 
probably the only — instance of a Loerian (Mixolydie), But a tonic 
F gives a much better sense ; and indeed Orlando Gibbons has 
harmonized it, if it was he, like a bagpipe tune on F and G pedals, 
though it must be confessed that harmony of any kind sadly 
impairs its delicious inconsequence and irresponsibility, and a calcu- 
lated close on B does much to clip the wings of its fancy. 

There is an abundance of tunes, too, which seem to have no 
definite tonality and to be divided in their allegiance to different 
tonics. Here is one from Bohme^s AltdeuUches LudefbucTi^ p. 729 : 
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St Ursula^ Kimigstochier von England. 



The essence of the melody is that E is the predominant note ; 
that it closes in A minor rather than C major is of the nature of 
an accident. In both these melodies we see the marks of a vocal 
scale not only in the high temtura and the indefinite tonic^ but in 
the way they tend to ascend by leap and descend by step. 


CHAPTER XI 

FORM 

ThjIT principle of balance by which the scYeral parts of a song, 
whether it lasts' half a minute or half an hour, stand out from one 
another in strong contrast and yet help, each of them in its way, 
to build up the general sense of unity — that ordered disposition of 
its component parts by which music travels to an inevitable climax, 
neither postponing it nor anticipating it, and thence to a close — 
that variety which gives flesh and blood to the bare bones of struc- 
ture— -all this is ^ Form Form is, however, rather an instinct 
than a principle, and it is dangerous to follow it too much into detail, 
because a composer may at any moment wrap Ms principle in new 
detail and Justify it by success, and then analysis is apt to boggle. 

Still, even instinct must work in elements of design which make 
on the whole either for variety or for unity, or wMeh can he so 
used as to do the one or the other. The primal unity of our system 
is the tonic chord, and in a larger scheme the tonic key ; and the 
sense of contrast reposes primarily in the dominant and subdominant 
chords and keys. These again can become unifying forces with 
related keys supplying contrast. It would be impossible for our 
music to get away from this as long as it continues to he harmonic, 
since all these chords are by implication in the triad itself (major 
or minor), and, by extension of its meaning, many others. The 
primal unity of the Hindu system is similarly the tonic note, or 
drone ; and the sense of contrast is supplied primarily by the am^a^ 
that note in which the lie of the song, its ieBntura^ centres, and 
the notes which are related to this (1) as consonants, mmvdd\ (2) 
as passage notes {amvadi^ vivddl) between the consonants. But 
whereas the dominant was implied in the tonic, and while con- 
trasting with it still made for unity, the amh stands out against 
the drone as a matter of choice, and so makes for contrast ; 

and yet since the varying relationship (in the different Bd^s) of the 
* Kharajis a vemaeular form, through /a4(a)^, of sadja (Shr.). 
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amSa to the Marajy its iekti?e distance from it, is what gives its 
special character to the song, this very contrast may be said also 
to impart unity, the unity, namely, of that particular Rag y 
thus the general unity of the song proceeds not from intrinsic 
necessityj but from freedom of choice. 

The first thing in a song is to put this relationship of the 
and kkaraj beyond doubt. This is done by the AUp (prelude). 
The notes of the Rag are sung not in strict time, but in a loose 
hind of rhythm regulated by the convenience of the breath and 
by the amount of ^ work^ that is to be got on to the notes, and 
sung not to words, but to vocalizing syllables — Na, Ma, Ta, Ra, 
Iia, &c. The ‘worh** consists in elaborate graces, calculated to 
make the most of the important notes of the Rag ; and in order 
that these may be given with due impressiveness the Aldp is taken 
at a slow or a moderate pace. Grace thus used to put the important 
notes in inverted commas is called murchhana^ It is obvious that 
the Aldp is real necessity both for performer and listener ; without 
it the listener would spend his time for some part of the song in 
ignorance of its tonal centres, and the melody would be for him an 
aimless running up and down hill, while the performer would, with- 
out a little preliminary practice, very likely play a note or two 
which was out of the Bag, and that would upset the ^ unity ^ 
altogether. 

The scheme of the song proper, in its full shape, is as follows : 


S. India. 

1. Fcdlam^ * germ \ ‘ sprout *. First 

subject, focussed on tbe 

2. ‘after-germ*. Second 
subject, focussed on tbe * con- 
sonant’, generally the upper 
consonant. 

8. ^aranam, * moving about 
Phrases taken from tbe Fallavi 
and Anupallam to whicb tbe 
extra st-mzas, if any, are sung, 

4. Return to tbe Fallavi and close on 
tbe tonic (iruti) or Fifth above. 


1^. Intdia. 

1, Astai or Sthdgi, ‘ at borne \ 

2. Antaraf ‘ interval meaning per- 

haps change of voice-register. 

8* iSitiwcdn, / alternation ’ ; our ‘de- 
velopment*. 

4. Return to tbe Astaij and close 
with tbe first note dr phrase of 
tbe song, and for choice on tbe 
tonic (hharaj) or amka. This re- 
turn is sometimes called AhMgy 
‘coda*. 
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This is tie form in South India for the full-fledged Klriamm 
' (/if, celebrate). The Kriti (perhaps from the same root) has no 
cammn^ and this seems to be the more usual form in North 
India. The theme of the following, is a repeated three-bar 
passage {Ckerardmdemim) with a link phrase (Edma^^a), In No. S 
variation the first bar of this is expanded to four, and in No. 4 to 
eight bars. The original theme is then dropped, and taken up 
again in No. 9. In Nos. 11, 12 comes a suggestion of the theme 
of the ^imifj^/&t?Vwhich follows at 13 at the upper consonant 
Bb, the palku having circled round the Eb* 

Indian theory would not of course allow that the Afl of the 
anupailavi involved a change of Bd§, That note is introduced only 
to form the ^ strong^ tetrachord (see Chapter XII), but the effect is 
indistinguishable from what we should call a key contrast. The 
eara^m hegins with phrases of the jiallam and ends with those 
of the annpallavi, and is preceded and followed by the cadenza. 

Words. A girl is singing :—PalIam, Why do you not come to me, 0 Rama. 
Anupailavi, 0 infinite dod, strong as Mount Mem, I can no longer bear (to 
be without you). Camnam. A fatherless and motherless child I pray to 
thee, I call on thee, I beseech thee, my own Lord. Again and again I cry 
in my sorrow to thee, my own dear Lord. Ah ! with what yearning I gaze 
upon thy face, fair as the lotus. I send my petition to thee in strains that 
Tyagaraja has made. 

CheraravademirS, by TyagarSja (words and music). 

Bagam Bitigaula. (Aeolo-dorian.) 
lAlam Pe^di ( J, beginning on the up beat), 

JDmtammie, J =» 72. 

am Lgj7- 

- mi - ra * . ' ' Ra -ma-yya Ghe-ra-ra - va- 


Ch© • ra " rSt - va - de 


2 


POEM 


4 




FORM 



^ . - ■■ ■ >w. . ^ 111 *-, , '■^• 

ra - ra - ¥a - de - mi rh*!, T^. Ea-ma-yya Ciie-ra-ra - va- 
Carana. " 


NttSm^SSS 


I 

• d6 - mi-rli. • * 

Ta-lli tan-dri le 

0 ,.,^.,^,.|lt. 

- ni » • b& -, 

K! 



^ ; 18' 


I 
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to rest ' priBcipally: on the words, secondly on the time, hardly at 
all on the time, but a good deal on the general form. 

The oldest forms of Hindu song are the Pada and B/mjam. The 
Pada is generally some pithy saying taken from Sanskrit Terse and 
enlarged upon. The Bhajana^ ^ adoration \ is connected with Bhaktiy 
faith in a personal God^, ^love for , him as for a human being, 
the dedication of everything to his service, and the attainment 
of moha (emancipation) by this means rather than by knowledge, 
or sacrifice, or works *.'*• The Bhajma specialized in the Krishna 
literature ; and as the Bengali Klrtana does the same they may be 
classed together. The former is a religious recital in which the 
congregation sing all the time under a leader, Bovd man of piety ^), 
and takes place between sunset and sunrise. In the latter the 
leader has a long story to tell, of a dramatic nature, and the con- 
gregation act as chorus. Its invention is ascribed to Chandidas, 
a native of Birbhaum, the birthplace of Jayadeva ; it is mentioned 
in the Ain-i-^Akbati, With it is associated the mystery play, JdUrd^ 
which circled round the love of Krishna and Eadha. 

The typical form of Hindu song, a development of the Pada 
and Bhajana^ untouched by Mohammedan influence, is the Bhmpad 
{Bhnim-pada — dkrnta, ' firm ^ ^enduring’'; pada, ^ quarter- verse * ; 
JDJiruva is a name also for the ‘constantly recurring verse ^ or 
‘ burden ^ of a song). The BhrUpad has a free masculine character ; 
its wmrds are religious, but not exclusively so. It is in slow time, 
and in selected Tdls — Surphakta, Chatddl, mA BImmdr—t\iO ionic 
and anapaestic metres in fact; and since to perform it requires 
a good command of the breath, there is a saying — ‘ The man ivho 
has the strength of five buffaloes, let that man sing Bhrupad''. 
‘When there is any doubt about tbe exact form of a particular Bag, 
appeal is made not to the Sanskrit authorities, but to the traditional 
form of Bhrnpad. In that the Big is to be found in its purity 
with its murchkanaa (the ‘ consonant ^ notes ornamented) ; a Bag 
without these is called Jhil or Bltun, But the Bhmpad is free 
from other grace-notes ; and since these are considered essential to 
Hindu song, the Bhmpad is somewhat at a discount ; it is considered, 
for instance, unsuitable for public performance. Further, since 
most songs demand a compass of two and a half octaves, and since 
this can only be attained by faUeito, this kind of voice is prized 
^ L. J. Sedgwick, m tke Jmrwdqfi^^ B. B. B, Society for 1911. 
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for its ^livelmess', and the natural {ihruva) voice neglected; so: 
tliat Bhmpad singers are apt to form a special class. The great 
representative of the style was' Rajah Man of Gwalior (died 1518). 

Another old form is the KatM^ or sermon in song. A text from 
the Manayam or the Mahabhafata is intoned (in about an octave 
of notes) and then expounded in the speaking voice and in the 
vernacular by a Kdtiiaka, 

Another is the Kah% a song of question and answer, such as the 
Garhwali songs, pp. 50, 51. It is a popular form in the villages, 
and became in the eighteenth century a favourite in higher circles, 
when question and answer were elaborately prepared instead of 
being impromptu. 

The commonest type is the Khydl^ a later form of Bhmpad, 
supposed to emanate from Mahmud Sharqi of Jaunpur (1401*“40). 
It is a song {Chija) or an instrumental piece {Gati) constructed of 
variations on, or rather episodes relieving, a short phrase ; a Rondo 
in fact. The Khydl ranges from a very simple little song to the 
following, which with its compass of three octaves probably repre- 
sents the extreme of elaboration. Its highest development belongs 
to the Mohammedan period ; this, Kaha ho iapl, is from the PanJab, 
where there are few but Mohammedan singers. The theme is 
variously treated on its three or four dozen appearances, and is not 
so monotonous to listen to as it is to write or to read, and the 
playful sweep of the episodes (f>dna, ^ divisions'^ in our eighteenth- 
century sense of the word) has nothing clumsy about it. The 
Khydl is generally a love-tale and supposed to be sung by a 
woman; the procedure of love-making is in India, as so many 
other things are, the reverse of ours. It is the typically pathetic 
form of song. 


Malkos. Velambit. Tintal. 



mi • . na eba-ko-ra pi - tl • ba so ra • 
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Ka-bano 


wen-ge Ka-ba lio ka- pi rl 


gbo a - wen - ge iCaba lio kapi rSgbo awenge Kaba lio kapi A - glio twen 


ge Ka-ba ho ka-pl ka-pX . ra « gbo . 


go Kla-ba hoka-pl rt-gbo a 


Ka-ba ho ka-pl ra-gho & - wen-ge Ka-ba ho ka-pl ra-gho S-wea 


Kabaho kapi rS-gho a - wen - ge A 


Ea>baho 
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Ka-ba lio . . ka-pi. , • . 

Three other Hindu forms are the Sargam (for Sa, Ri, Ga^ Ma), 
called also svardvarta^ or surdvarta, and in the South Svard^ a passage 
sung to the Sol-fa names instead of to words, taking the place of 
our cadenza ; the Tardna [TiUd7ia)f the same thing with drum-words 
instead of Sol-fa syllables, and the Trivata^ the same thing to 
nonsense-words ; and lastly the Catunmga in four sections eon-- 
sisting ot £kgdlj Tardm^ SargaMj mi Trivata^ 

The T/mmri, love-song, is of Hindu origin. It is in the Vraj 
lihdm. Vraj is the district round Agra and Mathura, the scene of 
Krishna^s Juvenile adventures. The music is lively and adapted to 
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pantomime or dancing. The subjects of Tkmri^s are : (1) beseech- 
ing the lover to be propitious, (2) lamentation over his absence, 
(3) imprecation of rivals, (4) laments over the watchfulness of the 
mother-in-law and sisters-inJaw who prevent meetings with the 
lover, and over the tinkling bells of anklets imposed by jealous 
husbands to prevent clandestine visits, (5) appeals to female friends 
(SaMu) for help to secure an interview’', (6) SaMu reminding their 
friend of the appointment and exhorting her to persevere. 

The typical Mohammedan song is the Ta^pa, pp. 188, 189* 
The trill (Hindost., murki ; Urdu, zammma), considered to be suitable 
to the female ^mice, of which the Tappa is full, and the marked 
rhythm are the Mohammedan contribution. The Mohammedan 
invasions did for India what the dissolution of the monasteries and 
the Civil War did for English music (see p. 84). The Tappa is 
exclusively in Hindi and Panjabi. It recites the loves of Hir and 
Eanjha. It was brought to perfection by the songstress Shori (reign 
of Mahmud Shah, circ. 1700). It consists, like most Hindostani 
songs, of two movements {tM)^ the Asiai and Antara. The Rekhtu^ 
another form of it, contains up to a dozen couplets. Other 
Mohammedan songs are the (7tea/ ( words Urdu and Persian) and 
the Rddra (confined to the lower classes)* Both are in | time, but 
commonly syncopated, J ^ J • In the Ghazal the lover makes 
a woful ballad to his mistresses eyebrow : 

Why not praise your moles more than tbe stars ! 

Those are the ornaments of the cheeks of my beloved. 

The white of early dawn radiates from your cheek ; 

The darkness of the night is a part of your waving hair. 

Since I was fated to moan in separation, 0 God, 

Why did I fall in love with one so beautiful ? 

Your eyes with their long lashes were quite enough, 

Their side glances were not necessaiy for my annihilation. 

Bo you not understand that you will be alone after killing me ? 

Yet even the dust of my grave will cleave to you in my stead. 

The times are such that, in spite of all that I have said and sung 
there is no justice in this world. 

There are also songs of local fame such as the AlMngas^ Omvu, 
and Rovadas of the Maratha Tuka E§m, the first two religious, the 
last warlike; and the Karkhm^ the war-songs of the Eajputs. 

The Klrimimi and the Khydl that have been given above represent 
the highest flights of the professional musicians {JJstdds), Ordinary 




singers are content with humbler songs; and the following have 
been selected, out of twice their number in the books of the Poona 
Gayan Samaj (singing school), many of them for , their . beauty, 
others in order to give an idea of the principal and Tdk. 


Specimens op Bags. 


Lydian. Eypolydic. 

HiiidoL EOpak. 2 + 4. 


KalySna. Tevra. S + 2 + 2. 


Bhuprkalian], Eupak. 






Ionian. Jydk 

Shanisaribharam. Tevra. 
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A European has great difficulty in giving himself account of 
these queer modes^ because of the enormous difference between 
having the tonality condensed into a few contrasted chords and 
having it spread over a melody in successive notes which are epi- 
tomized as a scale. There is^ however, a step between chord and 
scale in the arpeggio, as we may observe when immature pianoforte 
players sound the left hand before the right. It is useful some- 
times to consider chords as scales, and scales as chords. Our 
harmony has gone through three chief moments in its history: 
the diminished seventh, the augmented triad, and now the whole 
tone scale, or cliord,^ have successively been regarded as the limit 
of permissible dissonance. Their double nature, scale and chord, 
becomes clear if we write them out as arpeggios : 


Augmented 

Diminished Seventh. Triad. 



From this point of view the modes too may be considered. The 
three chords just mentioned are practically statements that new 
notes are taken into the major scale (of C) : the diminished seventh 
introduces Aj;, the augmented triad und the whole tone chord 
Eb and Cg. Other chords have, as they have appeared, introduced 
these or other notes.- The tonality of a scale may be quickly 
shown by taking all the constituent notes which are not jiart of 
the tonic chord, putting them upon the dominant note, and resolving 
them into the tonic. We will treat the principal modes thus in 
succession : 

^ The writer is indebted for this word to Dr. Walford Davies. 

® Tli4 first eleven bars of Tristan introduce, into C minor FS, OiS, AS, j Db^, 

and Cb. 
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la tliis kinematograph of the modes they are seen to be each 
an isolated moment in the whole musical experience j or, to reverse 
the picture and the metaphor, the modes make a kind of stellar 
photograph of our harmony. The notes that give us difficulty are 
the FS and the Db; the former yields freely, the latter persists 
surprisingly. In our scales we know two leading notes, upward to 
the tonic (Btl) and downward to the dominant (Ah). These modes 
show the other two, downward to the tonic (Dh) and upward to 
the dominant (F^). But the whole of our harmony is based, of 
course, on the fact, which the ear, however, only gradually endorses, 
that any note may be treated as a leading note in either direction. 
It is in the same way that the ear endorses these extreme mo es , 
to plunge suddenly into one of them is to he completely baffled. 
We have to take them as the native ear does, as extensions of some 
other more familiar mode, as accentuations of its poignancy, or as 
heigtteEiBgs o£ its exhilaratioB. 


CHAPTER XII 

MELODY 


He will put a girdle round the earth in forty minutes and 
forget to mention the fact, but he may weep at the breaking 
of a pencil point. And as his poems come he knows not 
whence, so he- is content to let them fly he knows not whither. 

You ask for yesterday’s masterpiece, and it is not to be found. 

* Did I write that,’ he asks with Shakespearian negligence, * and 
was it really good ? Never mind, 111 do you another. 

Hie Perse Playhoohs* 

And bow if some one should assert, and we were inclined to humour 

him, that the Hindus, having worked at the laws of melody for at 
least 3,000 years, must have something to teach us, what could 

we say in his support? 

1 . First that melody, both time and tune, is in a mode ; that is, 
that it must be homogeneous, and that nothing can be allowed in 
it which would destroy that homogeneity. We also recognize this 
in our tunes, though it would not in every case be easy to say how 
or why. W^e realize that a melody is good in proportion as every- 
thing in it is in keeping ; we at least feel that something is wrong 
if we patch two melodies together, thus : 


Beethoven. 



Here the second half seems to defeat rather than to supplement 
the first, because the descending thirds, though they balance, do not 
develop the ascending, and the repeated quaver motion is mono- 
tonous. Or, if we reverse the process, 

:MoZA.BT.' ' . BEETHOVEJC. ' ■ 
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tlie oBe note we do not desire after the first section is the high Eb; 
blit we get it three times^ and the climax consequently drags. Also 
the sixth bar going over exactly the same ground as the third at half 
the pace forms an anticlimax. 

The homogeneity of a melody is based differently with them and 
with us* The musical sentence is in both cases 'made up of salient 
and abeyant notes^ Just as the verbal sentence is made up of nouns 
and verbs in prominence^ and the other parts of speech in subordi- 
nation* But with them the salient notes are fixed by long associa- 
tion; with us they are made such by the momentary impulse of 
the harmony or counterpoint. The distinction is not unlike that 
between verse and prose as the chosen vehicle of a Peoples's litera- 
ture; poetry fills a form which is brought to it^ and the words 
assert their value by fighting against it, though they yield to it; 
prose creates its own form in the process of uttering itself, and this 
form emerges from the conflict and balance of phrases rather than 
of words. In the same sort of way individual notes have in modal 
music their value as filling out with detail a form already supplied, 
while for harmonized music points of structure, such as melodic 
figures, have value as creating and articulating form as the music 
proceeds. In the first it is the note, in the second the cluster of 
notes that is to be true to ' mode 

Still, phrases after all are made of notes ; and Just as the notes 
of Hindu melodies must be ^in^ an assigned mode (of tune or 
time), so must the notes of ours, if they are to be strong, have 
a firm diatonic and rhythmic basis. Chromatic notes easily become 
sentimental — become ^weak forms of strong things "" — when they 
are unduly dwelt upon and distract attention from the big words 
of the sentence (as in the march of the Persian soldiers in the 
Fdll of Bahijhri), not when they are there only to make intelli- 
gible the big words which without them would be too startling 
(as in dii mein holder Abendstern Diatonic is, of course, 
an expansive word. The diatonic scale is not the same to one 
generation :as to the next, any more than modes are stereotyped 

^ But we ms ay fancy how, when later on these startling words bad become 
commonplacee to him, Wagner may have smiled contemptuously at the greasy 
effect of the chromatics, as perhaps the mature Browning may have regretted 
the false not© struck by the first word in the pretty jingle of < Menace our heart 
ere we master’ his own ^ 
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for 6Tory time snd place. But inside the ' accepted diatonic the 
notes must iGOTe as a compact whole, or the melody become hetero» 
geneous. 

Again j they must have a firm tread along some high road of 
rhjrthm whatever flowers they may stay to gather by the wayside or 
.whatever excursions they may make to points of i,nterest, , Rhythmic 
strength ' lies, in subordinating the attractive figures to the steady 
march of the whole, not in pursuing them for their own sweet sake 
(as in some of the more dreamy episodes of Mendelssohn^s Fugues), 
nor in hunting them to death (in the various forms of Rosalia). 

: These principles, which we recognize as the foundations of our 
melody, we 'find more naively formulated in the systems of Mag and 
as we read in Plato simple statements of the eternal 
problei&s of ethics and politics. These systems lay it down that 
chromatic alterations can only take place on the, weak notes 
,; 0 £ the scale, that is, in unessential places j and that, though any 
amount of ' cross-rhythm' is permissible, it must Justify itself by 
resolution at a particular point (the mm), 

2. Melody proceeds by step (conjunct) or by leap (disjunct). In 
Indian melodies the disjunct intervals amount to 10 per cent, and 
the conjunct to 90 per cent* We will deal first with the 10 per cent. 

The surprising thing in Indian melodies is their frequent use of 
intervals which appear difficult to us. We consider, for instance, 
such intervals as : 

Augmented Biminislied Augmented 

Second. Third. Fourth. 

Ex. 

to be unvocal, but they employ them quite commonly. What 
makes intervals vocal is the fact that the note to which the leap is 
made is familiar. For us, it is made familiar chiefly by its forming 
some intelligible harmony with the note which is quitted. We can 
realize this in the phrase at the end of Brahmses Ilainacht: 
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The leap ^ die Wang’’ is peculiarly dissonant; it consists of two 
diatonic semitones^ whieh are greater than a whole tone by 20 
cents j hut it is made intelligible for us because it is a passage from 
the Neapolitan Sixth to the dominant chord, which is a perfectly 
familiar sequence. The other leaps are all Justified to our ear as 
harmony notes. 

But if we look at an Indian melody^, one in Bkainmi^ for instance : 


Bliairavl' 



of which the sixth of the scale (Ab) is amm, with Eb for ifcs con- 
sonant^ we see that the leaps are mainly to those notes^ or round 
them, but not anywhere else. The tune swings between these two, 
generally in conjunct motion hut with an occasional leap to one or 
other of them, and comes to rest between whiles on the tonic. 
Intervals as constituent parts of chords hardly ever occur, because 
chords form, for an Indian, no intelligible relationship. 

The explanation of the augmented Second and diminish ed Third 
is that they are felt as conjunct intervals, not disjunct The 
augmented Second is familiar to. us in this sense in the ^ harmonic^ 
minor scale : 



The Btl has here a melodic appropriateness after the Ab which 
the harmony immediately seizes upon and Justifies ; the harmony 
by itself (on double basses and drum) ftjrms but a weak link. In 
Indian melodies the augmented second occurs also when the note 
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between ig transilient, that is to say, omitted not merely on that 
occasion but as a regular thing. 


The following instance in Sohani : 


.. SobajiL. ■ ■ 


® ^ r "f 

ffr" jS 

. ■ . Sa vi - ra - he ■ ta - va di - - na ma - dha-va 



- - kha bha - ya - di - va 




bha 

Scale. 


-iJcr- «=» ■*** H 

consists almost entirely or conjunct mo The G is transilient, 
and the F|f optionally Ft]. (This is the Poona form ; elsewhere the 
Ab is also Aj. Gp, Ex. 264.) It contains therefore, as conjnnet 
intervals, one diminished Third (F|-Ab) and two augmented Seconds 
(Db-E and Ab-B) ; there is also a disjunct interval/ the diminished 
B~Db. The am^a is E, the consonant B, and the melody 
swings between these two, making a pause on or otherwise empha- 
sizing the tonic, C, on occasion. Hindus have said to me more than 
that they like Wagner best of our music, and one sees perhaps 
these two melodies a point of contact. 

The augmented Fourth and diminished Fifth, which we avoid, 
are common with them* Although any sequence may be Justified 
by its context, yet we consider on the whole the first interval 
slightly vulgar, and the second a little mawkish as melodic pro- 
perhaps because they emphasize unduly the notes of a 
rather trite harmony. Where harmony is non-existent there can be 

used in the following melody 


i 
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i) . ' . .■ - ^ 



-r 



!!L_ 




No less surprising than the presence of intervals which seem to 
us unvocal is the comparative absence of what we should .call vocal 
intervals — the Thirds^ Perfect Fourth and Fifths and the Sixths. 
All these occur, but again are limited, as a rule, to leaps which 
approach a salient note. Such a passage as : 


SCHUBEBT. 



Das W'an-dern ist des Mill - lets Lust, das Wan - dern. 


would be very unlikely to occur in their music. There would be no 
way of hitting the diminished Fifth (4st des^) unless the D were 
the amh ; and if it were, it would be impossible that so important 
a note should occur only once, and at such an insignificant point of 
the phrase. The intervals at ^Mullers Lust^ would be practicable 
if Ct were but they would not be at all typical, as the Third 
is which immediately follows Wandern ■'). A Third, in fact, is 
habitually taken as a changing note : 


Bx. 

452 . mE5it 


or a grace-note : 


Bx. 

453 . 




or, especially in ascent, in a sort of tentative way : 


454 . i 


indeed, in any way but as a harmonic interval : 


-Bx. 

: 455 . 


ar — 
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To eontmue Schubert’s tune : 



Bie-Hials fiei das Wan-dem ein. 


Here there is nothing nnvoeal from an Indian point of view^ bnt 
the phrase repeated totidem verbu at different levels is not in their 
manner. A reason for this may be that their melodies swing from 
salient note to salient note, and that if the salient notes were in the 
important places in the first phrase they would not be so in the 
second, and vice versa, so that the point of the contrast would be 
lost; it would be like reading poetry thus : 

The young mm march hefore him in all their strength and piide, 

The tender little infants they totter by his side. 

It. is conjunct motion that Hindu practice, rather than theory, 
accounts the stronger. It has been maintained ^ that melody tends 
to be developed along the line of the common chord. This appears 
to be the case in some parts of the world, among the Chippewas, for 
instance: 



but it is emphatically not the ease in India. The reason may be 
that there is more real contr^t to be got out of step than leap ; 
because the step must often be to a consonant interval, and in that 
case the second note repeats to some extent what has already been 
said by the first. It has often been noticed that Beethoven^s 
melodies are full of conjunct motion-— the great tune of the Choral 
Symphony, for instance, which matured during half a century with 
Goethe^s Famt ; and perhaps this motion was what he admired in 
our national anthem when he undertook to ^show the English^ 

* See Oskar Fleischer, Mn Kapitel der vergkichmden Musthmssmschqfif in the first 
quarterly volume of the Xnternatioual Music Society, p. 17. 
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wkat a fine tune they had- — though they have hardly been as 
grateful as they should have been; perhaps, too, the injudicious 
use of disjunct motion accounts for some of the insipidity of the 
tunes of Shield, Henry Bishop, and T, H. Bayly, and the judicious 
admixture of both kinds of motion for the virility of Arne and 
Purcell. 

Conjunct motion, too, is eminently suited to the speaking voice, 
which makes small changes in pitch; moreover small intervals seem 
to be more effective than large against a drone, as may be seen in 
Schubert^s Jjeier?m2m. The song has contained plenty of disjunct 
motion, but in the last line : 



where the maximum of effect is to be produced, it becomes suddenly 
conjunct. 


Before we leave this point there is one thing that their songs 
have in common with our Folk-songs which seems worth mention. 
When a rising or falling Fourth is bridged by a passage note, this 
is usually nearer to the note which is being quitted than to that 
which is being approached. Thus : 



The fact that the former kind is prefen^ed suggests that such 
motion is really the stronger melodically of the two ; and this seems 
to be borne out also in our music. We realize how much is lost by 
the not infrequent substitution of an A for the second note (G) in 
' The bonny banks of Loch Lomond ^ , 
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We feel also tlsat BeethoTen’s 

&c. 


is better suited to a reflective Andante con moto^ but Brahms’'s 

JHSx. 

46a 


to an austere ^ first movement ^ and Mozart^s 

■ Ex* 

464. 


Allegro molto^ 

8. This leads to another point. The typical forms of ascent and 
of descent are apt to differ in one and the same Ttdg^ which is then 
called ^ crooked^ (vakrd)* The Hindus are most strict about the 
observance of the type. Its origin probably lies in this tendency 
which we have been discussing — the tendency to choose^ between 
two consonant notes, the note of passage next to that which is 
being quitted, thus : 

■ , ,Ex. 

465. 

Its effect certainly is the avoidance of tautology and anticlimax. 
There are plenty of instances in our melody where this principle of 
contrast is not employed, because the harmony can supply all the 
contrast which is required : 

EirC feste Burg, 

Ex. 

466. 

Upper tetrachord 
of tonic. 

I. ,1 

Lower tetrachord 
of dominant. 

Beethoven. Quartet, Op. 18, Ko. 6. 

.... 

407- 

t. J -J 

To dominant. To tonic. 

But there are others in which a different form is adopted for ascent 
and descent, and consequently the contrast which harmony offers 
can be dispensed with : 








The whole of this departs hnt little from tonic harmony^ and. the 
main contrast lies in the scale : 



But a large number of these ^ crooked*^ forms of Hindu Bags con- 
sisted in creating gaps in ascent to be filled up in descent, or vice 
versa. This not only avoids anticlimax, but induces climax. To 
pass over a note immediately creates a desire for it, and it then 
becomes a fit note to bear the climax : 


Bach. 



In the first three cases the notes marked (*) have only been heard 
as passing notes, and now they are made substantive ; in the last 
ease three of them have not yet been heard at all. There are special 
reasons, no doubt, for constructing the theme of a fugue in this 
way, but incidentally it has great melodic point. Two notes are 
similarly kept in reserve in the tune of Sullivan just given, and 
they (P and Ab) are the making of it. Similarly also in the 
^Swanee River ^ the 7th and 4th of the scale are kept in reserve, in 
‘ Come lasses and lads^ the 4th, in ‘ Farewell Manchester the 7th ; 
whereas the ‘Vicar of Bray‘d and the ^Bay of Biscay put al^ 
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their goods in the shop window. The last line of Schubert’s 
‘ Wandern again. 



daa Wan - dern, das Wan - dern. 


where tlie hardly heard previously, now comes by its full rights, 
is a peculiarly grateful instance of this, and gains by the repetition 
of the phrase. 

4. What gives its peculiar flavour to a melody, what defines more 
than anything else the character of a particular Rig, is the position 
of the amh. Round it, and round its consonant or correlative 
[mmmdi) — a note at the distance of a Fourth or a Fifth from it — 
are grouped the phrases of the song. They derive their meaning, 
their point, from their relation to it. It is easy to see that the 
character of a phrase would completely alter according as the 
the salient note of the scale, were made the salient note of the 
phrase, or not. Tlie airda may be at any place in the scale, not 
excluding the keynote or drone note. The first section [adai) of 
the tune usually circles round the amm and the second [antam) 
round its consonant. The aesthetic effect of a high and a low amm 
is quite different, and in this respect the ama and all that it implies 
may be compared with what we know as tessitura, though that is 
rather a ^ range ^ of notes, whereas the amdt is a single note. Over 
against the amm stands the drone note, or keynote (kharaj). These 
two notes divide between them the functions of our tonic, Hindostani 
music is apt to begin on the amna, and to end, if not there too, on 
whatever was the first note, or the end of the first phrase, of the 
song. This leaves the melody, to our ears, in the air. In the 
Carnatic music it is the rule, rather than the exception, for the 
melody to end on the drone note, or its Fifth. Yet, even so, the 
drone note has not the finality of our tonie. When the ama is at 
F, for instance, any meaning that we could attach to a tonic is 
utterly driven out of C. The purpose of the drone is ra,ther to 
maintain a steady level by comparison with vrhich the amm appears 
as high (and the tune spirited) or low (and the tune reflective). 

This is a conception which is and must remain foreign to bur 
music as a whole ; it is impossible for us to put any note besides 
the tonic in this position of ^eentraF except the Third or the Fifth; 
and to build tunes only on that principle would limit the possibilities 
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enonnously. Still we may realize the idea o£ this centre in those of 
our tunes in which the Third or the Fifth is so treated. Many of 
Mozart^s circle round the Fifth and gain their sprightly character 
from that fact ; 

Andante, Sonata. 



The ‘central^ note is Fjt j and there is a ^kill in the way in which 
it is made central without being monotonous. It is central both 
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becaiise of tlie frequency of its nse^ and because, tliongb the tune 
lies mainly above them, this is balanced by the dramatic drop to A 
at the climax. But it is not monotonous because (leaving aside 
repetitions of phrase, which are not strictly repetitions of note) it is 
never treated twice exactly in the same vray although it occurs 
eight times; either the note is on a different beat of the bar, or of 
a different length, or it is an ascending instead of a descending 
phrase. And these are exactly the principles— position of central 
note, variety of metre, and contrast of ascent and descent — which 
India says are at the bottom of good melody. 

The M-fcj need not, and frequently does not, occur in a melody 
any oftener than other notes; nor indeed need any of the other 
salient notes. But their presence is felt in the appoggiatura, which 
they render possible. It is difficult to imagine any system of music 
which did not give an important place to this the most emotional 
element of tune; the Chinese tunes seem, indeed, to show small 
trace of it; but we have not yet, perhaps, very trustworthy records 
of them. The Hindu tune to be quoted presently shows half a 
dozen instances of appoggiatura, and the poignancy of 


Adagio motto, Beethoven, Basoumojffsky Quartet, 



the tender grace of 

Beahms, AeolsMrfe , 



Ihr kom - met, Win - de, fern her - ii - her, ach, von des 



Kna-ben, der mir so lieb war, frisch grii - nen-dem Hii - gel. 


and the impetus of 



Wie soil ich die Freu - de, die Won - ne denn tra - gen ? 


are closely hound up with this device. 

"We may learn of this possibility in an Indian tune too, but we 
cannot instinctively feel it, because the is not ringing in our 
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ears* We do not know, we have to be told, that in Behig, for 
instance, B and E are strong and A and D weak notes, before we 
feel the force of the appoggiatura in : 



But if we cannot select any other than these two notes (the Third 
and the Fifth) for ^ central ^ note, because to do so would upset our 
tonality, and if to confine it to these two notes and insist upon it in 
every tune would cramp our harmony without securing for our 
melody any compensating variety, yet, on the other hand, harmony 
can establish a ^ centre ^ anywhere and everywhere in a tune at will, 
and some of the most exciting tunes are built entirely on this 
change of centre (not of tonic); as, for instance, Brdnnhilde^s 
apostrophe to Grane at the end of the Gdttercldmmemng^ 



where, though the tonic, E, is clearly felt throughont, the ^ centre ^ 
moves upwards to a climax, 


484 . 



and in so doing forms a broad ^ inner ^ melody of its own, upon 
which an identical figure is carried up, and by its identity gives to 
the tune its unity. 

This cannot be done in Indian melodies because each note has 
a fixed meaning, not, as with us, one assignable by the harmony at 
will In them an identical figure, when it is transferred to another 
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part of the scale, takes on a new meaning, because its relationship 
to the am^a has been altered. Consequently a principle of structure 
is then lost to Indian music. The Hindu melody has to get what 
symmetry of structure it can— and it will be seen presently that 
this may be a good deal— in spite of the fixity of the note values. 
As a result their melodies have, apart from the fact that they are of 
an extempore nature, less cohesion than ours. 

5. With regard to rhj’thm Hindu melodies tell us two things. 
First, that variety of metre is more important than variety of 
accent, and secondly that cross-metre greatly enhances the interest. 

With us, too, variety of metre is a sure mark of a strong tune. 
There is the often cited violoncello sonata of Beethoven : 


Ex. 

48S.: 


p 





“ 






9 

rtf 




in which no two bars have the same metre. An even better instance 
perhaps is : 

Schubert, Wander&rB ITachilied, 


Ex. 

486. 


U - beral -len Gip-feln ist Bull. 



Other themes attain the variety by syncopation : 

Bach, Wohliemperiries Clavier^ Xo. 43. 



But the truth is that we have not attached much importamce to 
the breaking up of metre. One reason for this may be that, both 
for the sake of clinching the tonality and also because of the variety 
which is thereby obtained, we love to contrast different levels of 
pitch ; and the best way of making this difference of level felt is to 
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keep the melodic figure constant. This may easily degenerate into 
a mannerism,^ 

But the most infallible ■ and effective way of lending interest to 
a theme is by cross-metre. 

PtJBCELL, ‘I attempt from love’s sickness to 



4t (a) and (c) the reply arrives a beat late, at (6) half a beat 
early, and at (d) it is prolonged; and the result of it all is a flowing 
five-bar rhythm, a wonderful instance of art concealing art. 

* The greatest sinner in this respect is Tschaikowsky who, in examples too 
numerous to need quotation, works some poor little rhythmical figure literally 
to death ; and the same is also true of a large number of Franz’s songs, of Fur 
Jfust/c, for instance ; 

Franz, Op. 10, No. 1. 


Nun die Schat-ten dun - kel, Stern an Stern er - wacht 


Welch ein Hauch der Sehn - sucht itu-tet durch die Nacht! 
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In the Andante of Brahms’s 3rd Symphony the whole theme is 
built on a subtle cross-rhythm : 


Andante, 


Beahms. 3rd Symphony. 
(Expanded.) 




(Expanded.) ■ 





— ».,«5r ^ . , 

(Contracted.) (Expanded.) 

^ ^ -—I ,j ■ i ' 1 : 't 1 ^ 1 . ^ 



gr£==5=pi£43i^^ 








r 








The slow movement of Beethoven^s seventh violin sonata may be 
simplified thus : 

Adagio cayitaMle, 


Bx. 

•m 



The four phrases marked e?, e, d liave this in common, that they 
all make the high or the low F the climax of the rhythmical figure 
(it might almost be called the ama). They also increase in sweep 
and complexity. But the point here is that they are ^ strettoed^ — 
that the F in e and d increasingly antedates its arrival, and that the 
cross-metre which this involves does much to heighten the interest. 

We will now put side by side a good specimen of each system, for 
comparison of method^ not of merit. For it must be remembered 
that the Indians do not make ^ tunes ^ in our sense ; all they do is 
to display Rtlg and TdL Still, most of those given in the last 
chapter are tunes with a beginning, middle, and end, though it may 
be doubted whether a Hindn would consider them to be typical of 
his .i music aif, ; Flor^tan^s air from Mdelio compresses the 
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maximum of point and balance into four bars, and a singularly 
beautiful tune in Rag Kmadd attains with curious felicity a more 
ornate symmetry in sixteen : 

Bsethoveh* 


I II III w 



Eollowing the skeleton given below the tune, the four sections 
are of equal length (practically three crotchets) but iii begins one 
quaver late, and iii and iv overlap. The A in iv is an appoggiatura 
for G, and is to be considered as a long G. The semiquaver in III 
corresponds to the acciaccatura in II. Then, ii repeats i in double 
time, at a higher level, preceded by a link note; iii reverses ii; 
iv repeats ii at the level of i, doubling the time of ii (quadrupling 
the time of i) and lengthening out the link note. Again, I is 
unadorned, II adds a semiquaver (acciaccatura), in III this heeomes 
two semiquavers, and in IV three semiquavers. There is not a 
single note which is not doing duty. V7hat makes this closeness of 
structure possible is that harmony allows of any note being taken at 
any interval ; in an Indian tune, for instance, if the leap in II were 
possible that in IV would be less possible, and vice versa, and that 
in III would be impossible in any ease ; or again, if the downward 
progression in II were possible the upward in III would very likely 
not be so in that particular Rag. 

Now we will take this tune in Rdg Kdnadd^ which is obviously 
well balanced ; but before it is dissected and its beauty explained 
away the reader is recommended to turn back to p. 310, Ex. 416, and 
enjoy it. It is set to a delicately constructed Omvl (a Maratha form 
of verse), of which the English is unfortunately not forthcoming. 
The words are : 

Hago san git§,len | laksanen. 

Markka an catu rya bane 

Ate? e ka s§ha ne aso- 

B§r mUrkhS. 
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mi tiie .scaBsion ; 


Ma 

Ea 

Ea' 

Ma 

Ta 

Ya 

Ma 

Ea 

Ra ■ ' 

[Ma 

Ta] 

Ya (see p. 196.) 


The bars in the music follow this scansion roughly^ the first and 
second lines being farsed with a jubilation ^ (see p. 355) ; but beyond 
this the music pays^ as far as its structure is concerned,^ no attention^, 
as indeed our best melodies do not, to the poetical form j it only 
sees that a long syllable is provided with a long note as ours see 
that a stressed syllable comes on the musical accent. 

The tune has 16 bars ; 54-5 in the astai, and 6 in the miara. 
There is thus a suggestion of cross-metre (4 time and 5 time) in the 
general plan. The miai ascends to a climax for three bars and 
descends for two (twice over) ; the antara does the same for three 
and three bars, enlarging the intervals for its downward sweep from 
the second (the higher) climax. The am§a oi Kmadd is with 
consonant note above and below i and at these places the most 
conspicuous figure (marked is introduced. The adai is con- 

cerned only with the lower tetrachord, the antara (until the final 
cadence) only with the upper, according to rule. Kdnadd is one of 
the Bags with a queer intonation (see App. II) j but though that 
makes it more difficult (and more beautiful) it does not affect the 
question of structure : 


Ma - go 


Mur - kha 


ta - lin la - k^a- neu 
‘ B 


- gto c& - tu - rya bS - 


Antara. 


e ks. 
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The main interest here centres in the metrical plan. This is 
l»sed on a contrast of. what we may irreverently call pot-hooks, and 
hangers. They are marked a thronghont^, pl^ed for the former 
'below the stmre and for the latter above, A succession of th^e 
makes up a section which is understood to be .4 in contrast to »B. 
JS is itself an expansion o{ a; it is a trisyllable as against a' 
disyllable, an opposition which we saw to be important in verse. 
But for fear the a^B and should become monotonous they vary 
in length; the a^s are of 2, 3, or 4 quavers, the of 6, 7, or 8. 
The * pot-hooks* have on the whole the best of it in the a^^aij but 
the ‘hangera^ drive them off the field in the an^ara ; JB acts as an 
impartial umpire, giving decisions in favour now of one side now of 
the other. The ingenious way in which in the first five bars the 
last note of the ascending metre is made the first note of the 
descending melody is worth notice. It will be seen here too that, 
though on quite different principles, not a note is idle. 

It is true no doubt that these tunes could be analysed in quite 
other ways, and equally true that their respective composers never 
thought for a moment of this or any other analysis. But it is only 
by analysis that those of us who are not composers can realize such 
a complex thing as the act of composition. ‘The point is that a 
tune is not a tune at all uisitil it has something that we must call 
closeness of structure. It might seem as if nothing could be less 
fettered or more impulsive than melody ; beauty is there — wherever 
it is that tunes come from— and the composer has only to stretch 
out his hand and seize it. Man^s will- is free, no doubt; but he is 
bound by his own 'past— in a tune, as in anything else; his tune 
must be. a' related whole," just ■ as his life muirt be a consistent one. 
That is what is meant by structure. The closer the stracturei the 
more lasting the pleasure which the tune gives ; and to make such 
tunes is art, through whatever conventions. 

These two tunes' epitomize for" us the music of /West and East. 
On the one side a repression of what is petty, a rejection of what is 
transient, a sohemess in gaiety,, .an endurance' 'in' grief. .' Gn^ the 
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oilier a vivid insigrht, tte eager quest after wayside beauty, the 
dexterous touch that turns it to account. The one seems to say- 
Life is puzzling, its claims are many, its enthusiasms hardly come 
by; hut we wiU hammer out a solution not by turning away from 
ugliness but by compelling it to serve the ends of beauty. The 
other— Life is simple, and beauty close at hand at every moment 
whenever we look or listen or wherever we go; the mistake is in 
ourselves if we do not train our eyes and ears and hearts to find it. 

Who would wish to decide which way was the best? Both are 
human. There is no need to decry one in favour of, or to exalt one 
at the expense of the other. Are those Europeans who smile at 
‘tomtoms’ sure that they understand the grounds of their faith in 
their own music ? And are those Indians who scoff at Equal 
Temperament, at the dullness of European song and the scimnaing 
tones of the European voice, able to reach the governing principle 
of their own art through the mass of tradition and imagery in 
which it has become involved ? 

Art expresses. It finds words or tones for what was hitherto 
unnamed; it actually calls into being an experience which h^ not 
previously existed; it does not communicate to us, or acquaint us 
with, an antecedent experience. And what it expresses is the fact 
of emotion, not particular feelings. It is not that words or tones 
cannot indicate these, but that directly they do so the result ceases 
in BO fer to be a work of art. That music can, as most would 
agree, express emotion more immediately than, other arts, depends 
on the fact that ‘in its ideal, consummate moments, the end is not 
distinct from the means, the form from the matter, the subject from 
the expression ; they inhere in and completely saturate each other ; 
and to it, therefore, to the condition of its perfect moments, all the 
arts may be supposed constantly to tend and aspire 

But if music at its best obliterates those distinctions, it will be at 
something less than its best when it maintains them. Thus both 
the ‘ popular ’ music which exalts matter at the expense of form, 
and extreme ‘absolutism’ in which the form dvrarfs the matter, 
depart, to some extent, from the ideal. Indian music knows perhaps 
less than ours of this fedsehood of extremes. It seldom descends to 
the merely popular because it refuses to compress itself into a 
square tune, something that you can cany away with you like an 

i Pater, fh» Bemissancej p. 18^. 
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umbrella and, as Corney Grain used to add, doesn^t mncli 
matter if you never bring it back \ Nor has it the deadly insistence 
of the' cook^s song in the We^re Here^ which was ^like something 
ever so bad but sure to happen whatever yon did^, because it is 
never snug twice in the same way. , Nor is the tune a mere adjmet 
to the words, as rhyme or alliteration are to an advertisement, for 
the words are set to the tone, not the tune to the words. 

On the other hand, it seldom runs riot in absolutismi. Since it is 
vocal rather than instrumental, melodic and not harmonic, it seldom 
travels far from those broad human requirements which gave, in 
song, the first impulse to musical expression, and which, through 
whatever subsequent developments, still form its ultimate Justifica- 
tion.^ Since concerted song is rare the personal element is not put 
in commission, and the appeal of the music is therefore more 
immediate. At the same time it never ceases to be a purely 
musical appeal. For whereas in our songs development has pro- 
ceeded increasingly on other lines than those of pure melody,^ in 
India the singer^s tones can still carry all the artistry which his 
mind can conceive. And while in England, especially, concerted 
music has always been highly prized, and rightly so, for its social 
element,® it is apt to fall short of the highest ideals, since it is 
never so easy to find an artistic crowd as an artistic individual. 

Again, the fact that in India the composer and executant are one 
and the same person, brings it about that he sets, as composer, no 
problems which he cannot, as executant, himself solve, and that 
mere academicism is non-existent ai^d that his songs ^come off’, 

3 A string qnartet, for instance, which may be taken as our highest achieve- 
ment in absolute music, still finds its final justification in the fact that the 
instruments individually or collectively ‘sing*, that is, are employed upon 
phrases which are thoroughly ‘vocal’ in all but the grace of words. Modern 
composers seem increasingly to ignore this fundamental of their art and to 
forget to ‘ sing If they will not take warning by the fate of Spohr’s saccharine 
harmonies and of Berlioz*s evasion of the main issue, they can expect no 
immortality. , 

* Since Schubert the centre of interest has been more and more transferred 
from the voice part to the accompaniment. To hear the accompaniment alone 
would give a better idea of the composer's thought than to hear the voice part 
alone. The latter would, in fact, be wholly unintelligible in a large number of 
modern songs, especially in those which aim at creating atmosphere or at 
elaborating niceties of declamation. 

® And there is something, therefore, to be said even for the Crystal Palace 
and other monster concerts. 
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When all composition is improvisational^ and when notation is 
rarely employed for recording music and ncTer for performing it^ 
there can be no such thing as ^ visual^ music— music which makes 
a pretty pattern to the eye but disappoints the ear; and of this we 
have a surprising number of examples in the madrigal period^ and 
it is by no means unknown in later times.^ The Indian practice^ 
described on page 85, of setting the syllables of the words to notes 
which bear the same Sol-fa syllable, is quite as childish | but it 
appeals, at any rate, to the ear, not the eye. 

Are there not singers amongst us who have felt a desire to break 
loose, if it were possible, from the trammels of our tonality — ^from 
its ^ closes ^ and ‘ half closes its ^ conceded modulations % its ‘ unity 
of design \ its rhythmical rigidities and its fussy logic — and to let 
the melody bear them along on light wings of fancy ; to find, in 
fact/'a music which is free like that of the woods in spring-time, 
where, without rule, the uncouthest tones like the crudest colours 
all harmonize, where, unguided and unthwarted, sound and silence 
answer one another, where the inchoate and incomplete axe made 
good by the motherly bounties of Nature, and ^unbroken perfection 
is over alP? Something of this is in the careless profusion and 
the unstudied rapture of Indian song : 

Singing hymns unbidden, 

Till the world is wrought 
To sympathy with hopes and fears it heeded not. 


1 See an article by Alfred Einstein, Monthly JoumaX th$ IfdmMoml Mu^cal 
Society for October, 1912. 
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The scale of twelve notes, as given on p. 86 of the Introducti&m to th% 
Stud^ of Indian Music, is here written out, distinguishing the notes derived, 
from quintal harmony by capital letters and those from tertian harmony 
by small letters, and placing above them the available common chords : 


a al? 
e^F 

a 

eb.. 


G d^ B eb 1 . 

a Bb b 0 1 

ll C 1 


C dbBebeF gbGabaBbbC 


This scale is the plagal form of the Sa-grdma beginning on F\ hence the 
notes are 0, a, and JSb, instead of (as from C) f% A, and 1^. F was chosen 
as a more convenient starting point than C because then all the * black ^ 
notes can be called flat, instead of one of them being an /jj. Taking the 
scale as it appears above, it will be observed that no chord but a first or 
second inversion can stand on D, J5b, or 2? ; so that none of these notes 
could, if harmonized, be used in a prominent or a final sense. The writer 
suggests, however, that these * natural ’ harmonies would be sufficient for the 
harmonization of Indian melodies. 

With regard to this suggestion, attractive as it sounds, there are several 
difficulties. 

In the first place, there is no such thing as natural harmony. Nature 
Ogives* a note, with its Fifth a good deal fainter, and its Third much 
fainter still. We make the three notes of equal loudness, and call them 
a chord. But Guido d’Arezzo did not get so far as that. Adam de la Hale 
did not hear the Third as a satisfactory note. Josquin des Pres could not 
endure the minor chord as final. Palestrina inserted the minor chord at 
that place, but surreptitiously altered it to major, Bach, in the first part 
of the forty-eight Fugues, , prefers on the whole the Tierce de Ficardie, 
Beethoven’s favourite ending is in the unison— like Guido’s— which, indeed, 
is all that can truly be called * natural * ; and that is not a ^ chord *. With- 
out wishing to press the word ‘ natural * too far, the argument goes to show 
that the employment of the very first chord is the knell of modal melody. 

Secondly, the modes (Bags) ail have an amia, and this amia is seldom the 
drone note. In the many Bags in which the is at e, or a, the melody 
would have to close on a minor chord ; when it is at e 2 the final note, which 
the amia as a rule is, could only bear a second inversion ; when at b (as in 
Beh^g) it could have no chord at all. It would not be possible to end the 
melody (in this last case) on h with an e minor chord below it, for that would 
make the e really final instead of the ib, and so falsify the Bdg^ 


344 


APPENDIX I 


Again, is tliere not at tiie bottom of this snggestion a misunderstanding 
of the nature of harmony ? That was not a fortuitousibing, but directly 
necessitated by what went before it. There had been melody, with some 
notes salient and others in abeyance, upon a drone (explicit or implicit). 
To support the salient notes better the drone took other positions, and so, 
breaking up, became an independent part, long before any ‘ chord ^ was 
invented. To these two parts another drone was added, to form what was 
called the Triplum^ which similarly broke up ; and another, to form the 
Quadruplum, There is no thought of chords in all this ; only of concurrent 
melodies, of whose successive moments chords were later generalizations. 
A chord cannot be used in music for its own sake, any more than can a word 
in language ; it has a before and after, and that is its only reason for existing. 

It would be a rash' thing to say that the European method of harmony is 
the only possible one. All that can be said is that it is perfectly logical. 
This breaking up of the drone is, at bottom, the moment when the desire 
arises to contrast not one note with another, but one whole passage of the 
song with another passage, and that is the way in which music has always 
advanced. We saw something that looked very like this in Exs. 93 and 99. 
All that really happens in the second of these examples is that the mother 
and son sing the same tune at different pitches. But it reminds us of 
a stage in our own art when, as in the times before Tye and Tallis, in whose 
music there are still traces of it, the soprano and tenor parts had a flat less 
in the signature than the other two parts. 

And, lastly, would not this suggestion defeat its own end — the preserva' 
tion of just tuning — and lead after all straight to the accursed thing, 
Equal Temperament? Por as soon as harmony came to be valued for its 
own sake it would be impossible not to feel an enormous difference between, 
say, a major and a minor chord. If then, closing on a (in Imankalian), the 
composer had nothing but an a minor triad and a second inversion at his 
disposal, could he resist the forbidden a db c, which is so near and yet so 
far ? And if the db would not do, would it be long before he altered it — 
and then chaos ? 

Still, it is conceivable that a step in the argument could be jumped, and 
that a nation should go straight to harmony without first having felt the 
impulse which led to it, just as it is possible that Esperanto will become 
a living language although it is based on a different motive from that of 
all other languages on earth* The possibility depends on the actual 
achievements of composers in one case and of authors in the other, and it 
is vain to attempt to prophesy. 

But this question of harmony is only a side issue in a book whose main 
purpose is to establish the true principles of Indian intonation—a purpose 
which it excellently fulfils. And every one who is interested in the music 
of India will look forward eagerly to another by the same hand, which is 
perhaps hinted at on p. 4 , containing a * census of Indian Magas ^ grouped 
* according to the principles of correct intonation *. If such a book appeared, 
written with authority, it would supersede all the books on the subject. 
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It was not noticed tintil after the plate containing the Table of Bags had 
been set up that of the eight scales, which according to Ashreka (see p. 151) 
exhibit quarter-tones, the intonation had been correctly given only for the 
first two. The intonation for all the eight is as follows : 


2. Bibhas 
26. Malkos 
83. Kanacja 
85. Jogi 

36. Ramkali 

40. Todi 

41. Mnltani 
49. Marava 


b b 

C B E G A C 
b b b b 

C IF Ab Bb C 

b b b 

CBlFGABbC 
b b 

C B Eb F G A B C 

C B E F G A B C 

C Db Eb I* G Ab I c 

C D E F« ABC 
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The melodies purport to belong to the various countries, and they 
are noted according to the BengMi ^stem, in Bagari characters and 
also in staff notation. ' 

' See also Nos. 23, 4:2, 43, '46. ^ 


PoBTiCAii Mbteb. 

27* Albrecht Weber, Inimche Siudien, the eighth volume o£' the 
Beitrdgefur die Kunde des induchen Altertume, Berlin, 1863. 
pp. xii, 468, and index. 

A critical study of the earliest authorities, contains quotations 
from Sanskrit works relating to the earliest forms of the scale. 

28. Rudolf Westphal, AUgemeine Metrik der indogermaniechen und 

semitischeu Vdlher. Berlin, 1898. pp. x, 502, and index. 

29. Monier Williams, A practical grammar of the Sanskrit language^ 

pp. 392-7. 4th ^ition. Oxford, 1877. 

30. H. T. Colebrooke, Mkcellaneous Essays. 1st edition. London, 

1837. 2nd edition. Madras, 1872. 2 vols. I, pp. x, 419, 
23. II, pp. 531, 31, 

31. S. H. Kellogg, A grammar of the Hindi language. 2nd edition. 

pp. xxxi, 684. London, 1893. 

An account of Hindi metre at the end of the book gives examples 
(in Ndgari) of the BhtHpad, Thumti^ and others. 

82. Hermann Oldenberg, Zur GescMchte der vedischen Anmtuhh, 
Zeitsckrift d. d. motg. Gesellsohaft. VoL 54. pp. 181—94. 

38. Josef Zubaty, Der Ban der Tristuhh^ und JagatkZeile im MaM^ 
hhdrata. Zeitschrift d. d. morg. GesellschafL Vol. 43. pp. 619- 
52. 


350 


BIBLIOGEAPHY 


34. Hennaim Jaeobij tJier die Eniwiehehn§ ier iaikohen, Metrii in 

mchmdkeler Zeit ZeiUehrifti. L motg. Gemlkehfk VoL 38. 

pp. 590-619. Leipzig, 1884. 

35. Hermann Jacobi, Zur Kemtnm der Aryd. Zeiteehnfl i, d, 

morg. Geeellmhaft^ VoL 40. pp. 336-^2. 

36. Charles S. Myers, A dudy of rhythm in primitive WMm. Re- 

print from the Journal of teychology^ ¥oL i, pt. 4. pp. 10. 
Cambridge, 1905. 

37. Hermann Oldenberg, jyie Eymnen des' Itigveda, Berlin, 1888, 

Bd. I. pp. vii, 545. 

Chap, i (pp. 1-190) deals with Vedic metres. 


Harmonization. 

38. A. J. Polak, Me Harmonuierung indischer . • . Melodien, Leipzig, 

1905. pp. 107. 

The first forty pages deal with India. 

39. Abraham and Hombostel, tfber die Earmonkierharkeit exotmher 

Melodien. Journal of the International Mmieal Society, vol iii, 
p, 138. Leipzig, 1905-6. 3 pages. 

An answer to No. 88. 

40. A. C. Macleod (Lady Wilson), Five Indian eowge* Edinburgh 

[1912]. 

The accompaniments have atmosphere. 

See also No. 17. 

Samateda, 

41. Martin Hang, lleler das Wesen und den JFerth dee weduchen 

Accents. Munich, 1874. pp. 107. 

Gives particulars about accents, notation, and the musical hand. 

42. A. C. Burnell : 

(a) The Arsheyahrdhmam {being the fourth Brdkmana) of the 
Sdmaveda. Mangalore, 1876. pp. li. 

The introduction of fifty-one pages is in English, 

48. (i) The Samhitopankhadbrdhmana (being the seventh Brdhnmm) 
(f the Sdniaveda. Mangalore, 1877. pp* sx. 

Introduction in English. 

44. Friedrich Chrysander, Uber die altindkche Opfermusik, Viertel- 
jahrsschriftfur Wissenschaft .Leipzig, 1885 [14 pages]. 
Describes ritual and form. 
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45. Oskar Fleischer^^ Nenmen^&ttdim^ Mhanilungm miUehlter^ 

liehe Gesmigdomohriften, 2 vols. Leipzig, 1895. pp. 128 
4*136. Index to eack volume. 

Details of musical liand. 

See also No, 3. 

46. Richard SimoHs Das Fmj^amira, Ahhandlmgen d. K. Bayer. 

Akad. der Wm.^1. KL^ XXIIL.Bd,, III. Abfe., pp. 484-779. 
Munich, 1909. ' 

Pages 510-526 give lists of tlae various forms of ligature (Tmtgpen) 
and of technical terms. This is the latest and most authoritative 
vrorlc. 

47. A. A, Macdonell, Fedic Grammar^ being vol. i, pt. 4, of the 

Gmndrus d. indo-arischen PMlologie. Strassburg, 1910. 

Pages 76-9 give a succinct account of the musical character of 
accent, and its marking in the Sdmamda. 

48. Martin Hang, Aitareyahrdhmana of the Rgveda. 

A full account of the Soma ritual, 

49. M. Sesagiri SastrT, Catalogue of the Government 

Oriental MSS. in the Madras Library, vol. i, pt. i, pp. S, 4. 
The only account by an Indian in English. 

50. Erwin Eelber, Die irdisehe Mmih der vedischen und der chssu 

schen Zeit. Sitzungsherichte der Kais. Akademie der Wissen-* 
schaften in Wien, philosophiseh^historische Klasse, 170. Band, 
7. Abhandlung. 1912. pp. 189. 

Indian recitation and chant. Contains forty-six Phonograms 
taken by Felix Exner in 1904, of which eight are SUman chants, 
provided with Rgveda text and Sdmaveda text and notation criticaliy 
edited. 

See also No. 27. 

51. R. Simon, Das Pafkavidhaslltra. Breslau, 1913. pp. 82. 


Instextmbnts/ ■ 

52. Victor-Charles Mahillon, Catalogue descriptif et analytique d% 
MusSe instrumental du Conservatoire de musique de Brmelles^ 
Gand, 1893. pp. 535. Indices. 2nd edition. 

Pages 99-158 (about one illustration to a page), together with the 
description and illustrations in Ba7*s book (No, 1), give a fairly 
complete idea of the principal instruments. 

See also No. 64* 
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Musicians and Styles. 

53. S. M. Tagore, Universal History of Music. Calcatta, 1896. 

pp. 345, xxxiv. 

Has a good deal of information about Bengali musicians and 

styles. 

54. S. M. Tagore, Hindu musk from various authors. Calcutta, 

1883. pp. 433. 

Reprints of articles by Sir W. Jones, Captain Willard, and others. 
See also No. 9. 

Musical Analogies. 

(a) Eeligion. See No. 5. 

(i) Colours and Castes. See No. 53 App. and No. 17. 

(c) Pictures. See Nos. 15, 16. 

(d) Medicine, Astrology, &a See No. 53 App. 

(e) Drama. See No. 16. 
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Note.— Individual Bags and Tdls, Tribes, Localities, and Indian and 
European Musicians are indexed under those heads. The spelling of the 
Index is to be preferred whenever it differs from that in the body of the book. 


ahhaM^g^f Maratha song, 300. 
ahhigata^ upward appogmatura, 275. 
dhhog^ section of song, 281, 

‘ Abroad as I was walking 128. 
absolute music, 341 and note, 
absolute pitch, 1-^8, 149, 249 note. 
accelerando^ Ex. 330. 
accent and quantity, 191, 192. 
accidentals, loosely used, 17, 27. 
ada ~ crooked, 216. 

Mi or Untdli common time, 15, 204- 
17 231. 

ddiidlah, 202, 203. 
aeolian, 186, 178, 

aeolo-dorian (change of mode), 
Ex. 379. 

Ah vdrakas^ 258, 259, 264. 
Aln-i^Alcbarir 84, 286. 
dh^ eye, see s^gaM, 

Akbar, 83. 

afcsum, syllable, 156, 200-4. 
dldp{a\ prelude, 186, 235, 281. 
alcaic, 195, 196, 
tt/pa, weak (note), see halin* 
omia, predominant note, 150, 177, 
App. I. 

central note of teBsitura^ 830 seq. 
in Bharat a, 141. 
graced, 152. 
aesthetic effept, 156. 
contrast to drone, 280, 

142. ■ ■ 
see graha. 

Andaman islands, 208. 
anga, tetrachord, 141. 

= aipia, 142 note, 
animals, sense of pitch, 149. 
anieta^ disagreeable ; identified with 
vimd% 114. 
antara^ interval, 119. 
section of song, 281, 


anticlimax avoided, 328. 
anuddtta, ^not-raised* sound, 246, 
258, 259, 264. 

anuddttatara^ comparative of mm- 
ddUa, 247, 266. 

anudruta (quaver), and its subdi- 
visions, 256. 

anupallari^ section of song, 281, 
anustuhhf 194. See iloJca, 
aatwtJddf, imperfect consonance, in 
particular the major third, 108, 
114. 

appoggiatura, 146-8, 248, 275, 332 ; 
Ex. 274. 
double, 182. 

Appunn’s Tonmesser, 101. 

JLpsaras^ nymph, 76 and note. 

Arab music, 19, 37, 185. 
arcihaf ot the Rgmda, 122* 
Aristoxenus, IOB, 114, 121 note, 125, 
200 note, 277 note. 

ascending passage, 159, 275 
arpeggios as chords, 317. 
dryd, a metre, 200. 

‘ascending* minor, 138. 
ash, the ‘ Side 183. 
association, its part in music, 1-3. 
astai, section of song, 281. 
asUima (eighth), a note of the Sdman 
scale, 260. 

dtay or dharndTj a rhythm (5 + 54 2 
+ 2), see iMl 

mat flour, used for tuning drum, 29, 
‘ 227. 

Aiharvavedat 249. 
atihdra, farsed syllable, 276. 
atiJeomalj very flat, 107, 142. 
atihramat trazisilience, 274. 
atisvdrya, seventh note of Sdman 
scale, 260. 

atUtvra, very sharp, 107. 
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aiagmeatatioa and diminntioa, 241. 
Aurangzeb, 83. ' 

amrd {dmHa), section, aggregate of 
bars, 205 note, 218. 
amroham^ descending passage, 153. 

bagpipe, see Scotch. 
hahusdmif having many melodies, 250. 
MUftj strong (note), 154, 159, 177, 178. 
Bands Mdtaram, Ex. 250. 

bamboo flute, 80, 102. 
Mro5m, normal time, 241. 

non flower note of a cluster, 

121 . 

hayan, left hand (drum), 226. 
beating time, 209. 

' bee-string *, or drone, 79. 
beggars, &c., 22-4. 

BeMr, its folk-song, 22, 

Bengal^ language, 84, 92. 
musical system, 122. 
tune. Ex. 1. 
see Tagore. 

hhajan(a), kind of song, 286. 
hhaktif faith, 286. 
hkaktij section of SamaUf 255. 
hhdm, dialect, 82, 299. 
bhatialf boatmen’s song, 7. 
bm, North Indian nm, 89. 
boatmen, 33, 37-41 , 
boat-songs, Ex. 1, 51-77. 

Bdhme, Altdeutsches Liede^dmchf Ex. 
378. * 

holj drum-stroke, 227, 229, 233, 
braces of drum, 226, 227. 
hmhmana^ 246, 249. 

Bmhma samdj^ 162. 

Breton song, Ex. 73. 
brhaddevatd, treatise, 258. 
hudubudihe^ hand drum, 228. 
Burnell, A. C,, 250, 251, 254, 257, 266. 
Burns, Robert, 250. 

Butler,. Samuel, 162, 

C major mode, 178. 
cadence, see close, 
cadenza (svard)^ 282. 
caranam, section of song, 281. 
Carnatic system, the, 15, 47 note, 139, 
149 and note, 150, 209. 
catuMruti, of four irutis, 118, 119. 
caturanga, form of song, 299. 
caturgunif double diminution, 241. 
mtuHha^ note of Sdman scale, 257 seq. 

of time, 203. 
cents, 115, 116 note, 185. 
chakramdga^ tambourine, 34; cp.228. 


Chapdidas, Bengali poet, 286. 
chanterelle, 88. 
chanties, 19, 39-41. 
chapuy syncopated, 210. 
character of sound, 124. 
chartalUf ‘ four-beat ’ (six unit) time, 
216. 

chattu, wall of drum, 226. 

chaugan, see caturguni 

chautdla, see chartdla, 

ckdydlaga, ‘ altered ’,138, 139, 153, 155. 

cheironomy, musical hand. 

children’s songs, 68, 69. 

Chippewas, 163, 174 note; Ex. 457. 
chords, 100 and note, 317, 318. 
chorus, see solo and chorus, 
chromatic scale, 119, 120. 

notes, 271, 278, 321, 

Clements, Mr. E., 105, 111, 116, 119 
note, 125, 171, App. I. 
climate, its effect on music, 9, 10, 14. 
climax, 329. 

and anticlimax, 320. 
close, 36, 57, 342. 
cluster, see Greek. 

Cock o’ the North, The, Ex. 296. 
comma of Didymus, 127, 132, 263. 
compass of songs, 123, 286. 
of Rgveda, 249. 
of Sdmaveda^ 257 seq. 
of Yajurveda, 249. 
concerted music, 14, 341. 
conjunct motion, 48, 160-2, 322-7 ; 
Ex. 72. 

consonance, 108, 141, 261. 
consonants, 280. 

convention, its part in music, 1-3, 5. 
‘ convergence 241. 
counterpoint, 101, 288. 
cradle songs, 62-7, 90. 
crescendo^ 183. 

cross-rhythm,* 72, 99, 169, 236, 240, 
384 seq. ; Ex. 41, 42, 48, 86, 129, 
189, 333, 334, 386. 

‘ cumulation ’ (of time), 242. 

Cuttack dance, 59. 

‘ cyclical ’ dactyl, see Greek.- 
cymbals, dghata (Yedic), 78« 
see also tdlam, 

dddra^ form of song, 300; Ex, 177. 
daina, right hand (drum), 226. 
dancing, 17, 29-32, 36, 52, 57, 59, 
61, 80. 

dardara^ drumming, 245. 

Day, Captain, v, vi, 18, 200 note, 201, 
202 note, 228, 346, 351. 
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clays periods of, 15B. 

‘deflect’, 183, 190. See dolam. 
descant, Ex. 278. 

Beval, Mr., 116, 848. 
iemndgari, accents in, 247 note. 
dhd^ drum-beat, see hoi. 
dhd (of time), see hdrohdn, 
dhaimtay note of the scale, 142, 263. 
dhara, the * slide’, 188. 
dMramkihmnay musical treatise, 259. 
dM, drum, 29, 59, 226-8 ; Ex. 141, 
142, 338, 334. 

old Hindu form of song, 160, 

286. 

diatonic intervals, 108, 321. 

scale, see Greek, mm. 

Diclymus, see comma. 
digafiy see dum, 
diminution, see augmentation, 
iMmdtrd, general, i.e. indefinite 
time, 18^6. 

dhyhay long (prosody), 200,251 note, 
255, 256. 

disjunct motion, 35, 36, 158, 322. 

tetrachords, 266. 
dissimilar tetrachords, 138; 
diwal, braces (drum), 226. 
dolanuy the ‘ deflect 182, 183. 
dolUf see dhoL 
dominant, 178, 817. 

^ dor-aeolian pentatonic, 135. 
dorian, 136, 178 ; Ex. 333. 
doric, 47 note. See Greek tetrachord. 
Bravidian, see Carnatic, 
drone, 31, 79, 137, 141 note 2, 171-4, 
208, 263, 830, 344. 

drum and drumming, 10, 15, 24, 53, 
76-9, 83, 89,228, 230'; Ex. 330-5. 
dnUtty quick note, 200. 

quick tempo, 241. 
dtmiy diminution, 241. 
duration, see stress. 
duiguniy see duni. 

dvitlya, note of Sdman scale, 257 seq. 
of time, 203. 

ecclesiastical music, 3, 4, 6, 70, 147. 

169, 179, 255, 266, 275 note. 
ekasdmiy having one melody, 250. 
Ellis, A. J., 115 note, 184 note, 
emotional content of music, 5, 6, 155. 

340. ^ee ethos. 

English verse, reading of, 202. 
epithalamium, Ex. 163. 
equal temperament, 118, 344. 
equivalence, 199, 200. 

Erewhon, 162, 


ethos, 20, 153-6. 

European drumming, 225. 

European folk-song, 128, 134, 135, 154 
and Table opposite; Ex. 193,208, 
209,461, 

European mediaeval songs, 84. 
European modes, 47 note, 137, 138, 
169 and note, 177, 178. 

European music, 2, 18, 339, 340. 
European musicians : 

Adam de la Hale, 343. 

Bach, 173 note ; Ex. 290, 328, 335. 

470-3,487. 

Bantock, Ex. 271. 

Beethoven, 843 ; Ex. 239, 240, 262, 
290, 318, 337, 338, 443, 444, 462, 
467, 478, 479, 485, 491, 492. 
Berlioz, 341 note. 

Brahms, 136, 224 ; Ex. 182, 290, 
339, 446, 463, 480, 481, 490. 
Chopin, Ex. 321. 

Bucoudray, 164. 

Dufay, 84. 

Franz, 335 note. 

Gevaert, 103 note, 173 note. 

Guido d’Arezzo, 343. 

Handel, 220 ; Ex. 262, 323, 329. 
Haydn, Ex. 319, 320. 

Henschel, 91. 

Hucbald, 266. 

Josquin des Pres, 843. 

Luther, 177 ; Ex. 466. 
Mendelssohn, 322 ; Ex. 290, 293. 
Mozart, Ex. 443, 444, 464, 475-7. 
Orlando Gibbons, 278. 

Palestrina, 84 ; Ex. 169. 

Purcell, Ex. 488. 

Schubert, 138, 341 note ; Ex. 290, 
451, 456, 458, 474, 486. 

Scott, Cyril, 224. 

Smetana, 133. 

Spohr, 182, 321, 341 note. 
Stanford, 164, 

Strauss, Ex. 262. 

Stravinsky, 224. 

Sullivan, Ex. 468. 

Tallis, 343. 

Thome, Ex. 290. 

Tschaikowsky. 208 note, 220, 223, 
335 note; Ex. 324, 325. 

Tye. 343. 

Vaughan Williams, Ex. 207. 
Wagner, 12, 138, 182, 208, 224, 321 
and note ; Ex. 236-8, 262, 448. 
483. 

I Weelkes, 206. 

I Wesley, Ex. 290. 
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luropean rkythm, 218 seq. 

EtiropeaB songs and singers, 340. 
evening, day. 

Ixner, Herr F., 267. 

fakir, a hedging ascetic, 22, 23. 
false relation, 132. 
falsetto, 286. 

feet in Indian versification, 106. 
Feiber, Dr. E., 248, 267. 

Fifth, see Fourth. 

Finland, 204. 

FtizwilliaM Virginal Book, Ex. 377. 
five-rhythm, 208, 204, 222 seq. ; Ex, 
389. 

flute, bamboo, 9, 78. See hansrl. 

scales, 101-4. 
folk-song, see European, 
form (in melody), tdl, 838, 339. 
four-bar section, 218-20 ; Ex. 339. 
Fourth (the interval), 25, 31, 48, 69, 
70, 103, 124, 150, 173, 277. 

ga-grama, 106, 110, 111 ; Ex. 352. 
gamah, see grace. 

t-wo kinds, 182, 183. 

(fdna. text of Sdmareda as sung, 251, 
255. 

gdndhdra, note, scale, locality, 142, 
262,263. 

Gdndhanm, 76 and note. 
gdthika, non-Vedic, 122. 
gati, farsed syllable, 275. 
gotta, tuning blocks (drum), 226. 
gdyatn, a metre. 194, 
gesture, see singing. 
gharmna, the ‘slide’, 182. 
ghasit, the ‘ slide 183. 
ghazal, form of song, 300 ; Ex. 333. 
ghe, one of the drum -strokes, 227^ 
G-iichrist, Miss, see Scotch music, 
gipsies, 18, 46, 62 note. See Magyars. 
GUa'-Oomnda, by Jayadeva, 157, 187. 
GUdnjali, by Tagore, Ex. 267. 
Goorkha regiment, first, 56 note, 
second, 57 ~9. 

Gopis, Krishna’s houris, 78. 
grace, 17, 19, 22, 27, 32, 56, 59. 90, 
181-90, 227, 281. 
graduated scale of trochees, 211. 
gmhoj initial (note), 141, 153 and 
note, 277 and note. 
gmma, 106, 109, 148. See sa- 
grama, ma-grdma, ga-grdma. 
grdmamga (see melakarta). 119. 120. 
gramophone, 16. 

S reece* 8, 122, .. ;• ■ ' ';>■ .i' ■; f ^ ■ \ " 


Greek absolute pitch, 148, 260. 

, chromatic scale, 120 note. 
chronos protos, 199, 251 note, 
consonance, 266. 
cyclical dactyl, 211, 
diatonic scale, 120. 
diesis, 103 note, 
drone, 140, 141. 
enharmonic scale, 121. 
horntonid, 140, lil, 
hgpate, 257. 
mese, 142. 

modes, 47 note, 179. 
musicians, Aristoxenus, Didy- 
mus, Olympos, Plutarch, Ptole- 
my, Pythagoras, Thamyris. 
pyhmn, 121, 247 note, 
rhythm, 204, 
singing, 277 and note, 
tetrachord, 140, 262, 263, 266, 276. 
tonoi miktoi, 139. 
ifOMOs, 140 seq. 

Gurkhas, tribe in the Himalaya, 
Ex. 94-124, 127, 128. 
guru, long note, 196, 200, 256. 
priest, 251. 

han, yeB, 235 ; cp. 57. 
hand clapping, 83, 48. 
kamionid, see Greeks, 
harmonic minor, 138. 
harmonium, 16, 18, 63 note, 163 and 
note. 

harmonization, 3, 4, 81, 164, App. 1. 
harmony, 4, 19, 101, 163, 180, App. I. 
Hang, 246 note, 247, 250. 

Hindostani music, 47 note, 139, 149 
and note, 150, 216. 
history, Indian, see India. 
hmsva, short (prosody), 200, 251 note, 
255, 256. 

Hungarians, 5. See Magyars. 

iambs and trochees, 211. 
imitation, 48, 72, 179. 

India, climate, effect of, 9. 

Indian history, 73, 74. 

Indian instruments, 9~13, 77-80, 38, 
89, 101, 228. 

Indian music, 11-13, 75-86, 340-3. 
Indian musicians ; 

Ashreka Ganga Ram, 151, 345. 
Balwant Rao, 151, 

Banerji, Sourendro, 88. 
Bh%avatir of Trivandrum, 89. 
Bharata, 105, 112-17, 139, 347. 
Beval, Krishnaji Bailal, 116, 348. 
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lE-dian musicians {continmi ) : 

■ Jayadevaj 8S, 157, 286. 

Man, Eajab, 287.' 

MSprar, 85, 86. 

Mimnbaksk, 228, 287. 

Mndaliar, Chinnaswami, 156, 346. 
Nanne Khan, 230. 

Narada, 75. 

Panna, 236. 

Pingle, 151, 230, 285 note, 346. 
Prabliii, Chandra, 90. 
Ramachandra of Trivandrum, 89. 
Bay, Upendrakisor, 152, 161, 162, 
166. 

Sahasrabuddhe, Trimbak Balwant, 
151. 

Sar(a)hgadeva, 105, 154. 

Seshanna of Mysore, 86, 87. 

Sharqi of Jaunpnr, Mahmud, 287. 
Shori (songstress), 300. 

SomanSth, 105, 347. 

Subbanna of Mysore, 86, 87. 
Tagore, Rabindranath, mde sub voce. 
Tagore, Rajah S. M,, 285, 347 seq. 
Tansen, Miyan, 83, 84. 

Tiagaraja, 84-6 ; Ex. 379. 

Tuka Ram, 300. 

Tumburu, 75, 76. 

Indian mythology, 76. 
rhythms in European music, 223, 
224. 

singing, 13. 
infinite series, 125. 
in-strumental, see vocal, 
instiTiments, see Indian, 
intensity of sound, 123. 
intervals, the Fourth, 31, 44, 327, 
mediately and immediately per- 
ceived by the ear, 125. 
quarter-tone, 108, 113, 117 seq. 
septimal, 125, 
sharpened, 104. 
the Third, 36, 325. 
three-quarter tone, 21, 38, 39, 184. 
tone and semitone, 101 and note, 
109, 110 note, 
vocal and unvocal, 322 seq. 
intonation, 17, 18, 27, 100-33. 

Irish pentatonic, 126 note. 

-isfaj agreeable, identified with 
mclT, 114. 

Jagati, a metre, 194. 
jdtaka stories, 74 and note, 78, 80,81. 
jdt% species, Bharata’s name for 
112, 113, 140, 155. 
jdUrd, mystery play, 286. 


Jayadeva, author of ■Gita-Gomnia, 83, 

157.286. 
jayagJiawta, 

jhil or dlmn^ ^ ungraced ' melody, 

160.286. 

jubilum, ‘jubilation * of Plainsong, 
250,255 , 276. 

habiy song of question and answer, 
287. 

hmiiki, hair’s-breadth, 119. 
hdhali, flat, 119. 
bald, j of anudrutay 256. 
hdla, speed-unit, 241. 
kandr, rim of drum- wall, 227. 
kmijan, tambourine, 228. 
karadimdya^ arm-drum, 228. 
karane, see dta (of drum). 
karkhd^ Rajput .song, 300. 
karsana, ligature, 257, 275. 
kathd, form of song, 287. 

Kauthunm^ iJL sect, 2^1. 

Keat.s, 192. 

kMlT, the blank beat, 29, 30, 57, 61, 
208,209, 230. 
khamjf drone, 280. 
khydl, a kind of song, 165, 287. 
khinara, stringed instrument, 76 and 
note, 81. 

kh'tana, song (Bengali), 286. 
kJHanam^ song (South India), 282. 
kohkara^ instrument of percussion, 
44, 45, 228. 

komal, flat, 107, 108, 142. 

Krishna, 26, 76, 83, 286, 
krstay ‘graced supplied with ligature 
{karmna}j 257. 

krti, song (South India), 84, 282. 
kriista^ first note of Sdman scale, 257, 
'261. 

k^%stddi, ‘ krusta, Scc.\ 257. 
kuzhcd South Indian pipe, 82 

and note. 

lagkn^ short (note), 196, 200, 256. 

laraz^ fifth string of satdr, 78. 

lascar, sailor, 19. 

laya, tempo, 82, 241. 

legend, see India. 

limma of Pythagoras, 127, 132. 

Localities : 

Achilgarh, 60. 

Allahabad, 231 j Ex. 9-13. 
Alle]f«pey, Ex. 51-4. 

Amritsar, 231. 

Bangalore, 251, 252 ; Ex. 17-26. 
Bhavnagar, 60, 90, 209, 229. 
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Iioealitias (^mtmmd) : 

Bombay, 2SI ; Ex. 3, 7. 

Calcutta, 24, 88, 91-9, 231, 287, 
271,272; Ex. 16. 

Debra Dun, 53-9. 

Dbarmsala, 56. 

Gandbara, 262. 

Gwalior, 8,151. 287, 

Jaunpur, 287. . ■ , 

Jbeium, 59, 60, 68, 69, 231. 

Lahore, 230, 231. 

Madras, 86, 87, 248, 251, 266, 269 ; 

lx. 6, 27. , . . 

Maratba songs, Ex. 92, 93, 161-3. 
Mussouri, Ex. 14, 15. 

Mysore, % 86, 230, 251,252, 273 note. 
Nagpur, 'Ex. 28. 

Negapatam, lx, 72, 74-7. 
Peshawar, 262. 

Find Dadan Khan, 231. 

Poona, 247, 324, 340 ; Ex. 4, 5. 
Eaipur (C. P.), Ex. 29, 30. 

Tanjore, 8, 9, 46, 84, 85, 253. 268 ; 
Ex. 90, 91. 

Tricbur, and neighbourhood, Ex. 
.31-50.. 

Trivandrum, 88, 89 ; Ex. 78-89. 
Vraj, 299. 

locrian (mixolydic) mode, 278. 
long by position (syllables), 255. 
Loti, see Pierre. 

lotus, its connotation, 161 and note, 
lullabies, see cradle songs, 
derivation, 62 note. 

maddale^ cylindrical drum. 228 ; Ex. 
37, 48.^ 

madhyay middle (octave), 107, 114. 
miMle (Sruti), 108 and note, 
of tempOf 'tmderatOy 241. 
fnadhyddiy a form of common time, 
207. 

madhyamay 142 seq. 

morgrdma^ 106, 110, 136, 140; Ex. 351. 

Magyars, 186. 

MahabUmtay 114, 264, 287. 
mahdvyutpatti, dictionary, 155. 
Mahommedan music, 16, 62, 89, 90, 
125, 203, 287, 300. 

Maitra, Mr. A M.,, 6, 7. 
major Third, see interval, 
ma^jor Tone, see interval. 
mdlapikagnimitra, play, fifth cent,, 82. 
Malay Archipelago, 204. 
mandray low, 114. 

lower oc^ve, 107. 

; ^ note of 2fp.' ' 


fmndfv^yxii, lower tetmxikoidy MQ. , 
md^ukiSiJhdy trmtim, 
tnanhm (spells), recitation of, 201. 
Maoris, 260. 

Maratba songs, me locaiities. 
fmtm, time-unit, 82, 156, 2!!,, 266. . 
irntmledcsam, treatise, 256. 
mdtrdvrtiay ‘ time-unit-fixed 193. 
mediaeval Europe, 203. 
mdahaiiay group of BdgmtiSy 47 note, 
106, 120 note, 139. 
melodic figure, 70, 158, 159, 276. 
melody, 4, 48, 49, 69-72, 100, '174, 
Chap. XIL 

nimioria technical 120 note, 189, 209. 

‘merging’, 118, 119, 127. 

mesiy see Greek. 

mesopyhnon^ 121. 

middle note of three, 121, 208. 

Milton, 202, 203. 

the ‘deflect’, 188. 
mJrh mtnd, 
mthn, ‘ mixed 138, 155. 
plectrum, 88. 

mixolydian (hypophrygic) mode, 135, 
186. 

mixolydic, see locrian. 
mode, see scale and mode, European 
modes, and 217 (of time), 
modulation, 136, 137. 

Mohammedan, see Mahommedan, 
mood, 5, 8, 107, 174. 
mordent, see grace and 152. 
morning, sec day. 
morris dancers, 16, 31. 
mrcchahatikdypltbjy sixth cent., 76, 81. 
mrdanga, drum, 10, 89, 226, 227. 
munhanay mode, 82, 107, 113, 141. 
murchhana^ grace note, 106, 152, 281, 
286. 

milrkiy trill, 300. 

muska ficta, 42, 134, 152, 175, 178, 
275 note. 

musical Ass, the, 82- 
musical hand, the, 260, 261, 264. 
Myers, Dr. C. S., 48 note. 

mgaHy kettle-drum, 228. 
ndgasaram (South India) or shahnai 
or surnai (North In^ia), oboe of. 
strident tone, 46, 59, 78, 286, 237. 
naqqdrakj see drum. 

patron saint of music, 74, 75, 
76. 

naradaiik^d, treatise on music, 74, 75, 

' 259, 264. 
nasal tone, see singing. 
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of Bharata, 74, 75, 105, 

* m. 

mm, low, diatonic, 271, 278. 
mdMna, coda of Saman, 254, 275. 
nimda,, note of scale, 142, 268. 

Nortfe .American Indians, see Chippe- 
'..was. 

notation, vi, 83, 157, 267, 273. 
notes kept in reserve, ' 329. 

final (note), 141, 153, 277 note. 

' occupation *' songs, 19-26. 
Oiympos,76. 

omm^ Maratfaa song, 300, 337. 
organ, 162. 

Organum, 163 ; Ex. 272. 

oxgpifktwn, 121 . 

PacMikos, 141, 156. 
poda, song, 28A 
pdda^ quarter-verse, 193, 286. 
pallavii section of song, 86, 281. 
pa%cama, fifth note of secular scale, 
142. 

fifth note ofSdmmi scale, 260. 
of time, 203. 

Fancatantra, fables about the fifth 
cent., 82. 

parandy drum-variant, 280, 231. 
partials, see upper partials. 
participant, 178. 

parmn, what can be sung in one 
breath, 200, 251, 255, 276, 
passing notes, see substantive. 

Pater, Renaissance^ 340. 
pentatonic scales, 122, 123, 126 and 
note, 135 ; Ex. 353. 
perfect consonance, see satpmditm, 
Petrie, 126 note, 
phonograph, 17, 50, 90. 
phonographed ifines, Ex. 42, 43, 103, 


154-7, 330, 333, 334, , 356, 357, 
359,- 360, 364, 365. See pp. 48 
note and 348. 

Phrygian (doric) mode, 178, 276^. 
pianoforte, 16, 18. 

water-raising apparatus, 2J, 22. 
rierre Loti’s VInde, 10-14. 
plagal tunes, rare, 48. 

Piam-sdng and Saman, 250, 255, 275 
note. 

pluta,piol&te (prosody), 200, 255,256. 
Plutarch, 180, 173 note. 

Folak, Herr, 164. 

^popular’ music, 152, 340, 341. 
pomda, chivalric song, Maratba 
country, 46, 300. 

pracaya^ ‘drone ’ note of Sdman, 247, 
258, 265. 

substantive (notes), 273. 
pramdm^ indicative, determining 
{indi)y viz. the comma of Didy- 
mua, 112 seq. 

pfnstara^ changes (as in bell-ringing), 
155. 


prastdmy introduction, 253. 
prathama, note of Sdman scale, 257 seq. 
pratihdmt section of Saman^ 254. 
praii'fmdhuama, ‘false’ madhyama, 
119, 133, 139. 

pratyutkramai acciaccatura, 275. 
prosody, 196, 203. 

Ptolemy, 140. 

putvdrctka of the Sdmaveda, 250. 
pttspasutraf treatise, 258, 261, 274, 
see Qreek. 

Pythagoras, aee Mmma. 


quantitative language, 191. 
quarter-tones, 129, 130, 151, 345. 
quintal harmony, 124, 173, 277. 
quintuple, see five-rhythm. 


Rag 

Alahiya ■ 

Asafari ' 

Bageshri (Bageshvar!) 
Bahar': 

Behag (Bihag) 
Bhairau (Bhairo,Bhai- 
mv) 

Bhairavi 
Bhimpalas(i) 
Bhupfkalian) {=:Mo- 
hanna BSgam) 
Bibhas(a) 


histances 

Examples 

410-12 
402 ‘ 

401 

220, 482 
216, 294, 426 

175, 176, 419-21, 447 
405, 406 
306, 383 


IHscmsion 

Pages 

318 . 

170, 171, 318. 

90. 


50,152,l58,l71,App.L 
122, 156, 171, 173. 

83, 90, 156, 170, 318. 

170, 174, 210. 

83, 90, 173, App. 11. 
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Bilaskhani Todi 
Bilavaia _ . ■ 

Darbin Kanada 
Besli 

BhaEashri 
Dinkapuria 
Dipak (^Marava) . 

Gaula 
Gaarl ' ■ ■ 

Hamir(kalian) 

Hmdol(a) ^ 

Jhinjoti (Jliijbit) 

Jogi 

Kafi 

Kalanga# 

Kalianli) ^ 

Kamod(kaiian) 

K^ada 

Kedara _ 

Khamaj (Khambaz) 
Lalat(a) 

Lalit(a) , % 

Malkos (Malavakauns) 

Maliar{a) (Malliar(a)) 

Hand 

Marava 

Multan(i) 

Myacka Mallar 
Parajta) 

Pilu 

Puria( kalian) 

PurvI 

Ramkaii 

Barang 

Shamlkalian) 

Sindora 

Sohani 

Soi*at 

v^n-(rag(a}) 

Tilangia) (Tilak) 

Vasaiit(a) (Basant) 
YaiBaii(kalian) (Imaii' 
kalian) 

Bagam (see p. 107) 

Abiiogi 

Arabbx 

Gann-manonari 

Mayamalavagaula 

Mobanna 
Mukbari 
Harayanl 
Bitigaiila 
Saixkarabliarana 
/ ra.Ofl.Hal 


Instances 

Examples 

218 

387 

413-15 
221, 394, 395 
408, 409 


450 

433 

384 

381 

179, 219, a08, 39S 

llo, 801, 399, 400 
424 

268,382 

416, 493 
278-81, 388-92 
178, 300, 398 
436,437 

380,407 

404 

226, 307 
438, 439 
429 
403 
435 

417, 418 

440 

432 

422, 423 
330,397 


334 

264, 434, 449 
396 

430, 431 

217, 427, 428 
298, 299 
265-7 


Instances 


D'iscusBian 

Pages 


171. 

155. ■ 

155. 

318. 

159, 171. 

154. 

170, 171, 318. 

154, App. 11. 

89.170.318. 

89, 156, 159, 170, 318. 
159. 

154, 171, App. 11. 

175. 

89.171.318. 

318. 

152. 

150, 173, App. 11. 
318 

App. li* 

121, 152, App. II- 
318. 

128, 318. 

170. 

318. 

318 , App. n. 

126, 154, 174, 17.0. 
155, 159. 


318. 

171. , ,, 

121, 173, 318, App. 11. 
83, 90, 155, 170, 186. 
90, 159, 171, App. 1. 


Discussion 



174. 

353 1 

155. 


120. 

173 ■ 

86, 210, 
119, 120, 

386 


379 

308,385 

86. 


0LOSSABY 

mga^ particularization of mode, 8, 
14, 15, 44, 56, 82-4, 89, 90, 107 
and note, 112, 282, and Chap. 

. VI. ; ■ ■ 

mgmihodha, treatise by Somanatha, 
74, 105, 106, 155, 182 note, 186. 
mgmdlaf ‘ picture ’ of a Bag, 163 note. 
Bdnm/amy the, 281 . 
ratndhara', treatise by Sarhgadeva, 
74, 105, 110, 111, 119, 201 and 
note, 202 note. 

Ray, Indu Bhusan, poet, 6. 
recitation, 201, *267. 
reckoning by akmra, 200, 201. 

by mdtrd, 204 seq. 
rehhtu, form of song, 300. 
religious basis of music, 5, 6. 
resonance of drum, 29, 227. 
rests, 192, 193, 200. 

Rgveda accent, 246 seq., 260, 265. 

recitation, Ex. 340. 
rhythm, 27, 29, 49, 72, 98 ; Ex. 34, 
42,72, 129, 141; s^e Ch^ip. VIII. 
rhprdtiid'khga, treatise, 114, 258. 
roha flroham), 27^, 
route through India, 17. 
rmhha, 142, 263. 

sadja, ‘ bom of six ’ (note of the scale), 
142,263. 

sa-gnima, the, 106, 109, 136, 140, 
3^3; Ex. 350. 

^saiior’s life, A’, 135. 
sdlanha, ‘altered 138, 139, 155. 
Salvation Army, 6, 43. 

Siam, the first of the bar, 208 and note, 
226, 230, 231, 822. 

mma, applied to a note of the Bdmmi 
scale, 260. 

hymn melody, Chap. X, 
scale, 258, 259, 263. 
chants, me Ex. 344-8, 350, 357, 
359, 860, 364, 365. 
mma-parihhdsd, 258, 274. 

Sdmaveda, 80, 142, 190, and Chap. X. 
samhata, struck together = samvadt, 
‘114. 

samhitd, text of Veda, 249. 
fidmika, of the Samaveda, 122. 
sampurm, heptatonic. 122, 
samvddi, perfect consonance, 108, 114, 
138, 145, 266. 

sanwdditm,' theory of consonance, 
‘ 111. 261 seq. 

sancdri, section of song, 281. 

,4ankha, coach, 79. 

sankima, ‘ mixed ^ 138, 153, 155. 
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samiatam, lower than anuMUa, 247. 
Sanskrit lan^age, 10, 190-3. 
poems recited, Ex. 8, 346. 
authorities, 74, 80, 105. 
sapphic, 195. 

Baptaka^ octave, 107. 
saraband rhjrthm, 213, 223. 
SammaU, goddess of miviic, 16. 
Mrdula vikruUta, a metre, Ex. 307. 
sargam, see smrd. 

satar, musical instrument, 78, 106, 

172. 

scale, Chap. IV. Greek and 
Sdmaft. 

scansion, 193-200, 338. 
schools of music, 9. 

Scotch music, 71, 126 note, 174 note, 
184,185. 

Scott’s ballad metre, 193, 

‘ Seeds of Love ’ , the , 1 54. 

Seiigmann, Dr,, 48 note, 
semitone, see interval, 
septimal interval, interval. 
^esagin Mstn, 248 note, 250, 263. 
shddavay hexatonic, 122. 
shahnai or sumai, see ndgasamm* 
Shakespeare, 169. 
sharp and flat, 107, 108. 
sharp Sixth, 122, 125, 127. 
shutkdla, six-fold speed (treble dimi- 
nution), 85, 86, 241. 
shathntiiyOiBiT^mtiSy 118, 119. 
Jikharimy SL metre, 197. 
similar te- rachords, 188. 

stringed instrument, 31, 
singing, 89-91. 

Sir VTuliam Jones, 187, 

black plaster on drum, 227. 

‘ &de 66, 8^ 190. See ghanana, 
.4/o^a, ‘ flowing ’ metre, 193, 194. 
snake-charmer, 208 j Ex. 274. 
solmization, 8*1, 149 ; cp. the musical 
hand. 

solo and chorus, Ex. 3, 9, 17, 18, 42, 
54, 58, 72, 73, 74, 76, 77, 115, 
122, 129. 

soma, plant, 249, 250. 

song, 78, 80-4, 341. 

sopdnam, temple songs, South India, 

43. 

South Indian scale, see Carnatic. 

‘ Sovay, Sovay 134. 

,4riHga, horn, 79. 

enharmonic interval or note, 1 12, 
113, 117, 127 and note, 132, 133, 
sthTmuy voice-register, 82, 1 14. 
sthagif see astai. 
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st&hhdf jubilation, 250, 255, 276, 338. 
Stoma f group, 255. 

-■'stotm, stanza, 255. 
stress and duration, 192, ,223. 

‘ strong \ see balm, 

"Structure, 337-9. ' ^ ■ 

^snbsfeaiftive ’ and ‘passing’ notes, 
4, 100; a«el4L 

suddhOf pure, natural diatonic, 107, 
118, 119, 138, 153, 155. 
hikra^ applied to a note of the Sdman 
scale, 260. 

' super-particnlar ’ fractions, 124. 
superscript accidentals, 17, 108, 109. 
mrnmrta^ see seard. 
sui%aMr^ instrument, 88, 172. 
stmmii see ndgasaram, 

$u^’phaJct(a) {sulafakata)^ ‘ zigzsLg ’ 
time, 216, 241 ; Ex. 111. See 

m, 

svara^ diatonic or chromatic interval 
or note, 82, 107, 109 note, 142. 


smrd (sargam, smrdmrta^ surdvarta)^ 
sohfa sjllahies to form cadenza, 
84 and note, 85, 299, 314. 315, 
342. 

cadence, 264, 275. 

smramela-haldmdM^ treatise, 105, 
119. 

svarcmtam^ of four notes, 123. 

smritat Mgmda accent, 190, 246. 

‘ sounded ’ or graced note of Sfmmnj 
258, 259, 265,275. 

symbols of notation, 18, 200, 201. 

tahla, pair of drums, 226, 227. 

Tagore, Rabindranath, of Calcutta, 
91-9. 

his melodies, 92, 99. 
his songs, Ex. 176-80, 263, 264,266. 
his portrait (frontispiece), 92. 
his method, 96 note, 250. 

Tagore, Rajah S. M., 285 note, 347, 
348, 351. 


m 

Ada-chautal(a) 

(==Dhruva) 

Adi {==Tmtal) 

Ata (=Bhamar) 
Brahma 

Chautal(a), or Char- 
tal(a) 

Dadra (=Eka Trisra) 

Besadi 

Bhamar 

Bhruva 

Eka (Ekka, Ektrii(a), 
Ekatail) 

Eka Trisra 


Jhampa (Jhap, Jap) 
Jhamra 

Khandajati Laghu 
Khatt 
Madhyadi 
Madhyamav&ti 
Mant f = Matya, and 
Surphakta) 

Matta 

Matya 

Rudra 

Rupak 


Instances 

Examples 

330 

173, 308, 398 
315, 316 

834,403,405, 413,426, 
428 
177 

309, 879 

333, 391, 399, 412,436 

178-80, 267 

388, 390, 393-5, 407, 
411, 415, 416, 419, 
433 

266, 314 
425, 429 
311 

310 

280 


172 

312,381,383,384,392, 
397, 400, 401, 402, 
408, 410, 414, 417, 
418, 420, 421, 423, 
427, 480, 432, 435, 
437, 438 


Discussion 
Pages 
216, 217. 

209. 

209. 

242. 

216, 217. 


216. 

209. 

209, 216. 


201,209,216,217, 218. 

216. 

216. 

201 . 

216. 

209. 

242. 

209, 216, 218. 
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Tal Instances Biscussim 

Examples Pages 

Sarari 242. 

Surpliak(a)t(a) (Sula- 2SE, 264,431 216, 217. 

fakata)’ 

Tevra (Teora) (=Tri. 176, 294, 306, 382, 385, 216-18. 

puta) 386, 404 

Tmtal (Tital(a), Tri- 300,301,387,389,896, 208, 216. 


tala, Triyata) 406, 409, 

434, 439 

Triputa 313, 440 


tal, beat, 208, 217 note. 
tala, time, 14, 83, 89, 90. 
tdla(m), cymbal, Ex. 42, 86. 
tatnhura, stringed instrument to 
accompany voice, 78, 85, 171, 
173, 227. 

Tamil, 120 note* 

tana, fioriture, melodic figuration, 82, 
287. 

tappa, form of son jo-, 188, 300* 
tara, high (octave), 106, 114. 
tdragati, upper tetrachord, 140. 
tamia (tillana)^ form of song, 299. 
Telugu, 84. 
tempering, 118. 

tempo, see druta, madhya, vilambita, 

Mia. 

tertian harmony, 125, 277. 
tessitm'a, 4, 107, 143, 279, 280. 
tetrachord, 70, 71, 121 note, 128 and 
note, 141, 260. See Greek. 
teydttam, exorcism, 34. 
thd, augmentation, 241. 

Thamyris, 76. 
that, setting, 106* 

theka, drum-phrase, 230, 231 ; Ex. 
330, 336. 

Third, see interval. 
thumri, form of song, 165, 299 ; Ex. 
268. 

Thurston, Mr. E., 48 note. 

‘tierce de Picardie 132, App. I. 
tilldna, see taruna. 
time, see Tdl, Tala, tdh 
time of day, see day. 
th'ra, sharp, 107, 108. 
twratar, tJvratam, sharper and 
sharpest, 107. 
tonality, 19. 

tonic, 18, 19, 36, 48, 144, 145. 
tonos, see Greek. 

ti-ansilient scales, 48, 122-7, 128, 152, 
158,263. 
tribal song, 154. 


422, 424, 

209. 


Tribes: 

Arabs, 37. 

Chi trail, Ex. 138. 

Garhwaii, 50-7. 

Gond, 28-31. 

Giirkha, 56-9. 

Kadar, 81. 

Kafir, Ex. 139. 

Kanika, 44, 45. 

Kanwar, 31. 

Malayan, 36. 

Malya, 31, 82. 

Panan, 34. 

Pandaran, 41. 

Pulaiyar, 42. 

Yelan, 33. 

tristuhh, a class of metre, 194. 
tritone, 103, 104. 
trimta, form of song, 299. 
Troubadours, 8. 

tHiya(h) = third, of time, 203, 207. 

noteof scale, 257 seq. 
tilk, movement (of song), 300. 
tuning of drum, 227. 
twelve sorrows, the, 61, 62. 


high, chromatic, 271, 278. 
uddtta, ‘ raised ’ sound, 246, 258, 259, 
265, 266. 

lidghdta, downward appoggiatura, 
275. ■ ■ 

udgttha, section of Sdman, 253. 
iidukhu ox udukkai drum, shaped like 
hour-glass, 43, 228. 

goblet-shaped drum, 228. 
upadmva, section of Sdman, 254. 
upendramjra, metre, 194-6. 
upper partials, 123, 124. 
uhiih, a metre, 194. 
ustd’d, professional musician, 89, 301. 
lit queant laads, 84, 85. 
uttuma, see tdra, 

uttardrcika of the Sdmaveda, 250. 
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iMi, UBisoB, Le. starting point of 

consonance, 108. 
mhra^ crooked, 153, ^8. 
mUm, covered boat, Tmvancore, 

S9* 

mreh^ tbe ‘ deflect % 

variation form, Ex. 12, 27, 38, 42, 43. 

iiJ^’^.silient (q.v^ 
varnavrtta, * syllable-fixed > l^d. 

msanta-tilalMti a metre, 1^7 ; i^x. 
280. 

mhhag, see dmrd. 
mkrta, chromatic, 107, 
passing-note, 273. 

mlamhUa, adagiOt ^4:1, . „o 'to 

mm, stringed instrument, 9, 75, 

* 88, 111, 148, 171, 172, 188, 227. 
inno^a, lengthened appoggiatura,275. 
violin, 8, 162. . ^ j 4 

oimwa,jfe8t (in music), 200 ana note, 
2516,276. 

* visual ’ music, 342. ^ 

vivddtf dissonance, in particular the 
Rp.mitone. 108. 


vocal and instrumental, 150.' 
vocalizing syllables, 23, 280. 

vocal scaFe, 276-9. / _ _ 

vrddka, increased (prosody ), 251, 355, 
' 256. , 


warha, drumhead, 227. 
watch, see day. 

‘weak’, see 

whole tone consonance, 173. 
Wilson, Lady, 164, 226. 

* woods so wilde, the Ex. 877. 
words of songs, 14, 50, 58. 


Ydjurveda^ 248. 
gama, twins, 114. 

Ydma, death, 78. 

yonii a borrowing fro the Egvedat 
250. 


Za^fni Dily 12Z, 

Zalzaly Arabian musician, 185. 
zamzama, see muM, 
Zoroastrians, 250. 



